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FOREWORD 


FIRST began to collect old furniture thirty years ago. At that date, furniture 
collectors were few and far between, and old furniture shops were correspondingly 
scarce. The wealthy collector in those days would have nothing to do with 
English furniture ; he interested himself in the more precious products of the 
Continent—in French furniture, cinquecento bronzes, Limoges enamels, and snuff boxes. 

One outstanding peculiarity of this pre-war period of collecting was that walnut 
furniture was a drug on the market, and only oak, satinwood and mahogany were 
appreciated. Times have now changed, and it is walnut and mahogany that the present- 
day collector seeks for and admires. I must confess that I moved with the times, and 
consequently missed many an opportunity of acquiring magnificent pieces of walnut 
furniture when nobody wanted them, but which to-day are eagerly sought after, and 
are becoming increasingly scarce and correspondingly costly. 

Walnut pieces that to-day run into four figures could have been easily purchased 
in 1910 for £80 or £100. This is no exaggeration, as I could name several examples 
of walnut furniture which were sold at Christie’s at about that date and, on reappearing 
in the market in recent years, have realised more than ten times their original auction 
price. 

The first piece of antique furniture that I ever bought was a mahogany bureau bookcase 
(illustrated fig. 131). I found it about thirty years ago when I was staying at an inn in 
Monmouthshire. ‘The owner offered it to me for £40, and little did I think, at the time 
that I bought it, that this passing extravagance would inextricably involve me in the 
absorbing pursuit of collecting antique furniture. 

In the first instance, the piece appealed to me as being extremely pleasing, and ad- 
muirably designed as a writing desk. Its value in the furniture market was not a considera- 
tion that entered my mind, and I bought it purely because it satisfied my eye and suited 
my purpose. ‘To-day, however, I look upon this piece from an entirely different standpoint. 
Its good proportions, its somewhat severe but excellent architectural design, the fine 
quality of the wood, and the excellent craftsmanship employed in its execution, have 
caused me to regard my first fine careless capture from a totally different point of view. 

It is knowledge that leads to appreciation, and the fact that I bought this particular 
piece, instinctively perhaps, but in comparative ignorance, and have since learnt to 
understand and enjoy its real essential merits, confirms what the Author persistently 
advocates, that knowledge educates taste, and that taste develops through knowledge. 

During the time that has elapsed since my original venture, I have passed through 
many vicissitudes in the pursuit of furniture collecting. For instance, after having collected 
furniture for five or six years, I was credited with having the finest collection of lion mask 
furniture in existence. 

This unique distinction was short-lived ; for I soon discovered that the whole collection 
was spurious, and, what is more, had been made specially for me ! 
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Undeterred by this set-back, I began again, with a considerably increased capital 
of knowledge—and an Agag tread—to resume my original intention which had been 
temporarily interrupted. 

To-day, I consider this chapter of my experiences as a collector as a humorous interlude, 
especially when I happen to turn over the leaves of old art magazines and books, and 
find my spurious settees and chairs illustrated in all their borrowed splendour, and 
described in grandiloquent terms as masterpieces of eighteenth century cabinet-work. 

I have a strong belief that to collect anything, and especially furniture, it is essential 
to set out with this point of view firmly in mind: that there is a world of difference between 
collecting and hoarding. 

No collection can ever be perfect. The collector who knows this, and has the heart 
to part with one possession in order to acquire another, and does so deliberately and 
with discrimination, is still collecting, and is exercising his taste and his mind as well. 

I also feel that the real collector is one who buys a piece, not for its utilitarian purpose 
but because it has intrinsic merit. Of course, one could carry this too far in a private 
collection, and acquire a superfluity of pieces of one genre, as, for example, a dozen 
sideboards or dining tables, all perfect of their kind, though difficult to dispose of in a 
house. But what I have done is to buy pieces of antique furniture which appealed to me 
as fine examples, and not allowed my choice to be influenced by pieces that happened 
to fulfil any required utilitarian purpose. 

The danger of this form of collecting is that the collector is apt to turn his house 
into a museum ; and yet, by a careful arrangement of one’s furniture, and by avoiding 
over-crowding, one can still make a room habitable and comfortable, even if all the pieces 
in it are antique. 

Some collectors attach considerable importance to securing what they consider to 
be bargains. From my past experience in collecting, I do not believe in bargains ; that 
is to say, I do not believe in always trying to find the piece that one can buy, owing to 
the ignorance of the owner, at a very much lower price than its real value. The best 
bargains that I have ever made were in respect of pieces which I bought from the most 
important antique shops in London at the then market price, and which have ultimately 
turned out to be bargains, owing to the rise in value of the genuine piece. This is due 
to the greater competition between collectors who, possessing considerably more knowledge 
of furniture than they did previously, now recognise that a piece of good design and fine 
quality is desirable to possess. My advice therefore is not to buy a poor piece because 
it is cheap, but, rather, an expensive piece because it is good. 

The tremendous interest that is taken to-day in old furniture is largely due to the 
extensive research work that has been carried out to discover exactly when and precisely 
how it was made. ‘The question of construction, the consideration of the different varieties 
of wood, and the appraisement of design and quality are all matters that deeply interest 
and intrigue the present-day collector. 

If this book had been published twenty years ago, it is probable that nobody would 
have either understood or even been interested in it, since the knowledge of the collector 
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of those days was very superficial and scarcely went deeper than the classification of furniture 
into woods and periods. 

This modern cultured and knowledgeable attitude towards old furniture I consider 
has been fostered, if not actually initiated, by Mr. R. W. Symonds. 

It is for this reason that I welcomed his suggestion that he should illustrate this book 
with pieces of furniture in my own collection, especially as it is largely through his enthusi- 
asm and great knowledge of what is best in old furniture that the collection has become 
what it 1s. 
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Fic. I.—LATE SEVENTEENTH CENTURY BRASS BRACKET CLOCK KEYS. 


PREFACE 


N my two previous books on the subject of old furniture, I described, to the 
best of my ability, the craft of the faker. My object was twofold, namely to 
expose him, and to prevent the collector from being imposed upon. Until 
these two publications, no one had ever seriously attempted to interfere with 

the faker’s machinations, and he was thus left undisturbed to pursue the even tenor of 
his nefarious way. ‘The revelations contained in my books produced a storm of indignation, 
and the strong winds of criticism were noisy about my head. This was only to be expected, 
and merely proved that some, at least, of my shafts had gone home. Incidentally, this 
critical outburst fully justifies the remarks made by Hogarth nearly two hundred years 
ago. ‘“‘And whoever dares be bold enough to detect such impositions, finds himself im- 
mediately branded, and given out as one of low ideas, ignorant of the true sublime, self- 
CONCEILeG re nVIOUS sree ae 

I am moved to notice some of this criticism in that it has reached such a pitch of hysteria 
as to foster the allegation that I am myself a faker, and that my object in writing my books 
is to throw dust in the eyes of the collector. In this, my third book, it has seemed to me 
fitting to disclaim any such tortuous and ingenious motive. I have studied old furniture 
for over twenty years, and have endeavoured to learn about it from every possible aspect. 
The detection of fakes is a very fascinating pursuit ; and the knowledge that I have 
gained in it leads me to proclaim myself the sworn enemy of the faker, and, for want of 
a better title, an exposer of fakes. 

In this book I have expounded certain theories with regard to furniture that are 
not in agreement with my previous books. For instance, I here maintain that veneered 
walnut and marquetry furniture was made in the first decade of Charles II’s reign. In 
my previous books I placed the date of the manufacture of this furniture not earlier than 
1675. I have also amended my remarks on early dovetailing, and on the first use of 
cock beads to drawers. 

I am deeply indebted to Mr. Percival D. Griffiths, F.S.A., for allowing me to illustrate 
this book with the beautiful furniture in his collection, as, not only does it aptly illustrate 
the theories I have put forward, but the whole series of photographs will, I feel, be of 
considerable value in the education and training of the eye of the student, as regards 
those two important factors—design and quality. 

In this collection, each piece is representative of the best work of the English 
cabinet-maker from 1660-1760, to which period Mr. Griffiths has confined his activities, 
and it contains no piece of exotic design, foreign to the tradition of that epoch. 

Mr. Griffiths’ criterion has been good design, fine quality and original condition. 
No higher standard could any collector set himself to maintain. 

I have also to thank Mr. John C. Rogers, A.R.I.B.A., for the great trouble and care he 
has taken in preparing the excellent drawings of constructional details and mouldings, 
and for the measured drawings of the fine walnut bureau bookcase. Lastly, I wish to 
thank Mr. E. F. Gibbs, of Messrs. Cooper & Humphreys, for the skill and care he has 
exercised in taking the photographs. 

R. W. SYMONDS. 
22, Cheyne Row, 
Chelsea, 


London. 


February, 1929. xi 
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FIG. 2.—DETAIL SHOWING FINENESS OF EXECUTION OF GESSO WORK ON GILT 
FIRE-SCREEN, FIG. 234 
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CHAPTER aL 


GENERAL PRINCIPLES 


HE beauty of old English furniture lies in the manner in which it truly reflects 
the character, outlook and habits of the people who designed it, made it 
and used it. It was made in various styles which followed one another in 
the true transitional manner, each succeeding style owing something of its 

inspiration to that which preceded it. 
A style is the modification of design by the spirit of the period to which it belongs. 
It is, as it were, the concrete expression of a people’s disposition and temperament, and, as 
long as it remains faithful in this respect, it continues in favour. For a style to be good it 
must have marked characteristics peculiar to itself, and must be founded on principles of 
artistic truth. This was particularly so as regards the great and acknowledged styles of the 
past, which were essentially a reflection of the ideals of the races to whom they owed their 
origin. Furniture has still more closely reflected the changing habits of succeeding 
generations, by reason of its near relation to the domestic requirements of the community. 
For example, with the accession of Charles II. to the throne, there arose a society 
which spent money more freely than under the Puritan Protectorate. It sought to 
recapture the spirit of long repressed gaiety, and foreign fashions and ideas were introduced 
from the Continent in order to meet a demand for novelty. In consequence, the change 
of conditions, new modes of life and ways of thinking affected all domestic usages, and 
were particularly reflected in the design of furniture. It was gay in character, as exemplified 
by the elaborate carving and turning of the chairs and the coloured marquetry of the 
cabinets, chests and clock cases. In the reigns of George I. and George II., furniture 
was solid and dignified. It no longer had the exuberance of design of late seventeenth 
century furniture. It reflected the settling down of Georgian England and the prosperity 
born of commercial enterprise. It was the furniture demanded by a methodical nation 
to whom comfort and culture were the necessary portion of the well-to-do. Women 
led sedentary lives, spent chiefly in playing cards and plying their needle. The strong 
architectural influence seen in bookcases and cabinets indicates the interest taken by 
the amateur in architecture. In the years between 1750 and 1770, a period of unrest, a 
renewed craze for novelty explains the introduction of French, Chinese and Gothic motifs. 
The design of eighteenth century furniture owed its most characteristic features to the 
influence of the wealthy classes. The less well-to-do used furniture of similar design, but 
simpler and plainer. The craftsmen’s contribution consisted of a skill born of a tradition 
of hand labour and a slowness of execution made commercially possible by a small wage. 
Material also affected the design. ‘The introduction of finely figured woods caused furniture 
to be veneered instead of being made in the solid ; and this treatment in turn affected the 
design of the furniture. The advent of mahogany for furniture permitted the use of 
wider planks of timber, which again resulted in a modification of design. All these and 
many other factors determined the styles of seventeenth and eighteenth century furniture. 
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Style should not be confused with design. It is the mode of presenting a design 
in any given period. Many diflerent designs are contained within one style ; all are 
controlled in the manner of their presentation by the style to which they belong. In 
the Queen Anne and Victorian styles, use is made of similar motifs of design, but such 
motifs vary in manner and treatment in proportion to the greater differences between 
the two periods—differences of attitude, character and feeling. Their architects and 
designers employed the same classical motifs ; but with execution there came variation. 
Styles cannot be regarded as being in watertight compartments ; but, as they evolve 
one from another, so do they affect the design of everything in any given period. Build- 
ings, decoration, furniture, silver, all these are co-related in design if they are of the same 
style. In addition, various materials tend also to influence the execution of design. A 
design executed in wood is not the same as one executed in stone, even though they are 
of the same style. It is the treatment which is different and not the design, as the same 
motifs may be carved in each. Each style has also its individual proportion—the propor- 
tion affecting the mass. 

Appreciation is largely conditioned by knowledge. The knowledge and appreciation 
of old English furniture may be acquired in various ways. ‘There is the study of style 
and design, which latter includes the appraisement of good and bad design. There is 
the study of quality in craftsmanship and methods of construction, with which must be 
coupled the whole question of quality and variety of materials used. Design is not 
dependent upon quality of workmanship or material ; whereas these last generally depend 
upon each other. A piece can be of good design, although roughly made by a country 
joiner from a coarse and cheap timber, such as elm. In the same way, a piece may be 
made by a highly skilled craftsman out of the finest materials and yet be bad in 
design. An axiom of the old cabinet-maker was that good craftsmanship demanded 
good material. 

Design, however, is far the most essential quality by which to determine the esthetic 
value of an old piece. In order to appreciate good design, the following principles, 
common to all styles, should be understood. A piece of furniture is in three dimensions— 
height, width and depth. The combination of these three forms the mass. Proportion 
is the mutual adjustment, not only of these dimensions, but of the various parts of the 
mass so as to produce a harmonious whole. The dimensions of the mass should be deter- 
mined by the use for which the piece is intended, as fitness in this respect demands certain 
definite measurements. The height of a chair seat and a table top, and the length of a 
bed, should be functionally appropriate. William Hogarth, in his Analysis of Beauty, 
writes: “* The bulks and proportions of objects are govern’d by fitness and propriety. 
It is this that has establish’d the size and proportions of chairs, tables, and all sorts of 
utensils and furniture.” The relation of fitness to purpose was always borne in mind by 
the old furniture designers, and it is undoubtedly due to their close adherence to this 
principle that the design of old English furniture is of so high a standard. Hogarth, 
writing further on this subject, remarks: ‘‘ Whatever appears to be fit, and proper to 
answer great purposes, ever satisfies the mind, and pleases on that account.” 
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Construction is also controlled by fitness, and constructional lines should not be 
obscured but left evident. In other words, they should not be distorted for reasons of 
decoration, so as to impair their purpose and fitness. Victorian furniture of extreme 
rococo character in the Louis XV. style is an apt example of such distortion carried out 
to the detriment of the design. Constructional lines should “ carry through.” In a 
piece composed of two parts, such as a bookcase, if the lower part is designed with a break 
front, then the upper part should have a break front also. This endows the two parts with 
a unity of design occasioned by the vertical lines of the projecting portion running the 
entire height of the piece. 

Unity, as a factor of design, is again of the utmost importance. Every part of a 
piece should be in sympathy with the others and with the whole. Should any part of a 
piece which is governed by this principle be removed, the remaining parts will appear 
incomplete, since every part, if the whole is of good design, has its significance, and the 
removal of any one will impair the rest. Thus the trained eye will immediately detect 
the absence from a piece of furniture of any portion which, through misuse and neglect, 
has been damaged or removed. The cutting off of the domes from the hoods of long-case 
clocks, in order to permit them to be placed in a low room, may be cited as an example 
of this. It will be immediately noticed that the design is incomplete. Additions will 
also be obvious. For instance, in the case of a chair which was originally designed as 
a single chair and has had arms added, thus converting it into an armchair, the arms 
will not be in strict harmony with the back and legs. It was never intended that the 
chair should have arms, and their addition will destroy the proportions inherent in the 
original design. 

Another important defect in design may be detected by the discerning eye trained 
to appreciate unity, when a piece has had a missing portion replaced, such as the stem 
of a tripod table to which a new top has been fixed. If the table was originally of good 
design, the dimensions of the top and base would stand in such proportionate relation 
to one another as to give a sense of unity to the whole. A top that is too large or too 
small for the base will err in this respect. Or again, when a chest on a stand has had 
a new stand made for it, the original one being missing, it should be at once possible to 
decide whether the modern stand is in fair proportion to the chest, and the whole possesses 
unity of design. Proportion should be definite and decisive. A bookcase 8 feet high, 
with the lower part 2 feet high, is of far more pleasing and decisive proportions than if 
the lower part were 3 feet 6 inches and the upper part 4 feet 6 inches. 

Ornament is subordinate to structure. It should emphasise the lines of structure, 
and not obscure or deflect them. Ornament, if it is to realise its fullest decorative value, 
must be imposed upon a plain background. Over-ornamentation defeats its own end. 
The eye can properly appreciate ornament only when it is in contrast to a plain surface. 
Plain mouldings are ornamental in themselves. Mouldings seen in elevation are only 
noticeable by their shadows. Ornament and mouldings should be as much in scale 
with the piece they decorate as with each other, and should be in harmony of treatment 
and style. 
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That seventeenth and eighteenth century furniture was of a high level of design and 
of excellent proportions is undoubtedly due to the close adherence to the principles of 
classical architecture. Thomas Chippendale, in the preface to his Director, asserts : 
‘* Of all the arts which are either improved or ornamented by Architecture, that of cabinet- 
making is not only the most useful and ornamental, but capable of receiving as great 
assistance from it as any whatever.”’ Not only did the old designers base the proportion of 
their pieces upon the classical orders, but they copied the sections of mouldings, and in many 
cases derived their ornament from classical examples. ‘This close adherence in furniture 
design to architectural principles was specially prevalent in the first three-quarters of 
the eighteenth century, and particularly noticeable in such pieces as bookcases and 
cabinets. Designers in this period sometimes carried the adoption of architectural treat- 
ment to the absurd length of combining a bookcase with a structure of classical proportions 
with Chinese and Gothic motifs. 

Chippendale gives in his Dzrector the design of a winged bookcase of classical proportions 
with a surbase and plinth. The traceries of the doors are composed of pointed ogee 
Gothic arches, and the cornice consists of a parapet pierced with quatrefoils surmounted 
with Gothic finials. Such a bookcase is made in defiance of those principles of design 
which demand that ornament and structure should be in harmony. Gothic ornament 
should only decorate a structure which is Gothic both in proportion and character, these 
being as peculiar to it as are classical proportion and character to a classical structure. 
A fundamental error of design such as Chippendale’s would pass unnoticed by an un- 
trained observer. Many people, who are otherwise fully conversant with the various 
styles of old furniture, are quite unable to recognise good from bad design in individual 
pieces, as both their mind and eye are entirely untutored in this respect. Knowledge 
of styles can be learnt from text-books ; but appreciation of the intricacies of design 
requires, not only knowledge of its principles, but the constant instruction of the eye by 
means of the examination and analysis of many thousands of pieces of furniture. Such 
understanding presupposes a sensibility which not everybody owns. Those endowed 
with this faculty will soon be able, once they have obtained a general knowledge of first 
principles, to recognise good and bad design at sight, even if they are yet unable to analyse 
their impressions. Other less fortunate people, who are without this instinct, will still 
be unable after years of constant training to appraise good design correctly. The essential 
importance of a knowledge of design to the student and collector lies in the fact that old 
furniture is very far from being always of good design ; indeed, it may be said that much 
of it is extremely poor, and therefore, from an esthetic point of view, valueless, no matter 
how fine the craftsmanship or how good the material. This esthetic value should 
control the monetary worth of old furniture to-day, and that it does not always do so, apart 
from the indiscriminate cult of the antique, is because design is not generally understood, 
and therefore not appreciated. To many people good design in furniture is confused 
with the amount and quality of ornament. If a piece possesses elaborate and_ florid 
ornament, then it is supposed to be desirable and commercially valuable. This utterly 
mistaken attitude has arisen largely by reason of the attraction which ornament possesses 


te ee ein 
Xt 


RVED GILT MOULDING 


A 


N 


NED I 


SS BORDERS CONTAI 
CIALLY DESIG 


ION WERE ESP 


ED GLA 
USUALLY WITH A MARBLE BOLE 


EVELL 


WITH B 


5.— CHIMNEY GLASS 


Fic. 


By, 


GO OVER A CHIMNEY-PIEC 


NED TO 
SURROUND 


E 


MIRRORS OF THIS DESCRIP 


N 


S SHOW 


A 


CTION 


Il 


CIRCA 1710. 


ARMS, 


A COAT OF 


RESTING SURMOUNTED BY 


Cc 
THIS MIRROR 


FRAME WITH 


6.—MIRROR WITH GILT GESSO 


rer 


IS ONE OF A PAIR. 


ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 15 


for the untrained mind. Ornament is only one of the small factors of design, and the 
best design can exist without it. 

Ornament should be used to relieve the severity of structure, and its proper and 
adequate employment requires considerable discernment on the part of the designer. 
Over-ornamented pieces which disregard the principles here referred to have survived 
in considerable quantities, especially mahogany examples dating from the middle of 
the eighteenth century. In such pieces the ornament is made to become a part of the 
structure. Chippendale, in his Dzrector, gives designs for chairs with the splats of the 
backs composed of ribbons. The purpose of the splat in a chair is to support the back 
of the occupant. A bow of wooden ribbons may actually support a person’s back, but it is 
an artistic heresy to fashion a silk ribbon in wood and make it fulfil a structural purpose, 
which, in the material it imitates, it could never do. The commercial value of ribbon- 
backed chairs of this description is considerable, as they are much prized by collectors, 
either because such furniture appears pretty or decorative to the uncultured eye, or, 
perhaps, because it is rare and may possibly have come from the extensive workshops 
of the famous Chippendale himself. The collector of this last and not uncommon type 
can know nothing of the pleasure which can be derived from looking at and possessing 
things of real intrinsic merit. The great proportion of sixteenth, seventeenth and eighteenth 
century English furniture has considerable esthetic value. The failure to realise and 
appreciate this does little else but degrade it to the level of pot lids, or such-like meretricious 
objects of collection, which have no value artistically, and should therefore, by rights, 
have none commercially, unless it be a utilitarian one. An axiom that collectors would 
do well to remember 1s that an object, if it does not justify its presence in a room by virtue 
of its utility, should be artistically more valuable to the room than the space it occupies. 

The student’s knowledge and appreciation of design will add enormously to the 
collector’s pleasure in the possession of old furniture, for it would neither be worth studying 
nor possessing if it were not for its artistic qualities. Given that a piece of furniture is 
of good design, there arises the question of appraising it on the basis of its craftsmanship 
and the quality of the material from which it is made. Quality is a far more comprehensive 
study than it would appear to be at first sight. ‘The manner in which the dovetails have 
been made, the finish given to the drawer linings, the fineness with which the carved or 
inlaid ornament has been executed, the question of whether inferior or good quality 
woods were used for the carcase and drawer linings, whether the veneer used for the 
exterior is finely marked, or whether it is a plain unfigured veneer chosen for reasons 
of cost—all these considerations must be carefully assessed before judgment on the 
collective excellence of a piece is passed. In considering craftsmanship, it should first be 
realised that, throughout the three hundred years ending with the birth of the nineteenth 
century, the workmanship of the English cabinet-maker consisted of a gradual evolution 
of refinement. The period can be divided up into schools: the late Gothic, or early 
sixteenth century school ; the Elizabethan ; the Jacobean ; the Charles II. ; the William 
and Mary and Queen Anne; the early mahogany and late walnut; and the Adam 
and late eighteenth century schools. Not only was the quality of workmanship different 
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in each school, but the methods of construction varied also throughout. Naturally there 
was considerable overlapping both as regards design and manner of construction. For 
example, in the reign of Charles II. the modish London cabinet-maker was turning out 
furniture in the modern style with up-to-date methods of construction and workmanship. 
The drawers were dovetailed with wide, coarse dovetails, and the piece, instead of 
being left in the solid wood, was veneered with walnut. Furniture was also being 
produced, by smaller cabinet-makers, of oak in the Jacobean style, with the drawers, instead 
of being dovetailed, nailed and hung on runners fixed to the carcase, which fitted into 
grooves made in the drawer sides. In the country districts, there were still jomers making 
furniture decorated with Elizabethan motifs, and even with a feeling of Gothic design. 
At this period, as also in the eighteenth century, design and new methods of construction 
were but slowly assimilated in the country districts. In the time of George I., while 
the cabinet-maker in London and the large provincial towns was constructing furniture 
in walnut, with cabriole legs to his chairs, his country confrere was making chairs of oak 
with turned legs in the Jacobean style. This overlapping of styles, use of material and 
methods of construction is very confusing to the student, who requires considerable know- 
ledge of country-made furniture before he can assign with certainty the date of any given piece. 

Again, in considering craftsmanship, it must be remembered that each individual 
school has various grades. There was the first grade, to which the best and most costly 
furniture belonged. This furniture was made out of the wood in vogue at the time. In 
the Gothic, Elizabethan and Jacobean schools oak was employed ; from the time of 
Charles II. to Queen Anne, walnut ; from George I. to the accession of George HL., 
mahogany was used as well as walnut. In the Adam and late eighteenth century schools, 
mahogany and satinwood were principally employed. Throughout these three centuries, 
inferior furniture was made of such woods as beech, chestnut, ash, elm and fruitwood ; 
while, in the eighteenth century it was also made of oak, which had by that time come 
to be considered a lower-grade wood. 

Between the first grade of furniture—made for the nobility and the wealthy out of 
the finest and best material, and decorated in a lavish manner with carving and inlay 
over which no expense was spared—and the purely utilitarian furniture—made for the 
use of the poorer classes, the artisan or apprentice in the towns, and the yeoman and 
small farmer in the country—there was a middle grade which was made for the well-to-do 
merchant class. ‘This type of furniture was plainer and simpler than the costly first-grade 
pieces, although made of the same wood, and the majority of furniture that has survived 
from the sixteenth and early seventeenth centuries is of this type. ‘The lower-grade furni- 
ture of beech, chestnut, elm and fruitwood, dating from these periods, is practically 
non-existent to-day, although a considerable quantity of it must have been made at the 
time. Furniture of soft wood could not have survived the wear and tear of three or four 
centuries so well as that made of oak. From the late seventeenth and eighteenth centuries, 
furniture in soft woods has survived in considerable quantities, and far more eighteenth 
century furniture belonging to the third grade is extant to-day than that of either the 
first or second grades of the same period. 
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It must be possible for the student to recognise these different grades of quality in 
furniture. They were determined largely by questions of cost, each grade supplying 
a different class of society. The original cost of a piece of furniture may be said to govern 
its present-day value ; that is, granted its design is good. The characteristics of the 
three grades in the various schools of cabinet-making are not necessarily the same. A 
high-quality piece of Elizabethan oak furniture has an entirely different quality from 
that of a high-grade piece of Charles II. walnut furniture. This is because the art of 
cabinet-making progressed considerably between the reigns of Elizabeth and Charles II. 
The Elizabethan school of cabinet-makers not only used a different wood, but their 
methods of construction and the technique of the carving differed from those of the 
Charles II. school. Furthermore, the furniture of the latter period came to a great 
extent under foreign influence, and was also veneered instead of being made, as previously, 
in the solid. All these differences contributed to the distinct characters of the two schools. 
The quality of George I. walnut furniture differed considerably from that of Charles II. 
By this time the craftsmanship had gained refinement, the constructional work was better, 
and the veneering and the cross-grained mouldings were more skilfully executed. 

When appraising the quality of furniture, however, there is no real justification for 
making invidious distinctions between the quality of cabinet work in the times of Charles II. 
and George I. The furniture of both periods varies in quality from the best to the poorest ; 
but, beyond this, they have nothing in common, and, in order to classify a piece of good 
or bad quality in any period, it must be assessed in comparison with contemporary pieces 
only. In judging the quality of furniture the following points must be considered 
separately : 

1) The quality of the wood of the carcase and of the drawer linings. 

2) The quality of the wood of the exterior, or the veneer. 

3) The quality of the workmanship employed in the construction of the carcase, 

and specially the drawers, if any. 

4) The quality of the carving, the inlay and marquetry work, the matching of the 
veneer, the execution of the mouldings, and the general cabinet work of the 
exterior. 


More particular information will be given in later chapters on the lines of observation 
to be taken in reviewing the question of quality of craftsmanship and material as regards 
walnut and mahogany furniture under these four heads. 

Methods of construction play as important a part as quality in the understanding of 
old furniture. Methods of construction, of course, are partly dependent upon quality, 
cheaper methods being employed to reduce the cost of making. An example of this 
is the nailing of drawer sides instead of dovetailing them. This applies, however, only 
to late seventeenth and eighteenth century furniture, as the majority of the seventeenth 
century drawers of even the best quality were nailed together instead of being dovetailed. 
Alterations in methods of construction were principally due to new and better methods 
being invented, in the same way as quality of workmanship gained refinement with the 


passage of time. 
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The last and remaining consideration is that of the colour and surface condition of 
the wood, which is known as patina. The patina of a piece plays a very important part 
in the present-day appreciation of old furniture, and quite rightly so, for this quality can 
only be bestowed upon a piece by time. Many pieces have inherited a patinated surface, 
while many others are without it. Its presence on a piece endows it with an artistic 
merit and one that is inimitable, since it can only be produced by natural means—by 
long exposure to the atmosphere, bleaching by the sun, and the rubbing, polishing, dusting, 
touching and handling of generations during its many years of usage. The imprint of 
age upon an object confers upon it a quality of beauty all its own. This is true of buildings 
weathered by the elements, of bronzes oxydised by long exposure, of pictures mellowed 
by time, of tapestries faded by light, and of marbles bleached by the sun. 

The principal effect of age upon the surface of furniture is the alteration of the colour 
of the wood, and, in a lesser degree, the effect that wear, usage and domestic polishing 
have had upon the surface during the lifetime of the piece. The colour of the wood 
changes gradually and imperceptibly by exposure to light. Walnut, deal, mahogany, 
pine and satinwood all darken with age. The change in the colour of the wood is, to a 
greater or less degree, dependent upon the alteration in the colour of the polish through 
exposure to the atmosphere and light. The extent to which this affects walnut and 
mahogany furniture will be discussed more fully in the chapters on the furniture made 
of these woods. 

The beeswaxing and rubbing that a piece in domestic use has received since it was 
made have resulted, in many cases of oak and mahogany furniture, in giving the surface a 
bronze-like finish. A particular feature of the effect of patination on the carved ornament 
of oak, walnut and mahogany furniture, is the decorative effect obtained by ornament 
thrown into relief through the raised portions being lighter in tone than the back- 
ground and interstices. These prominent parts of the carving, owing to their exposed 
position, will have received more domestic rubbing and polishing than those protected 
portions which have escaped the duster. In course of time, beeswax will have accumulated 
in these parts. Dust and dirt will have darkened the beeswax, which in time has solidified 
and itself become patinated. ‘This accentuates the carved ornament, and gives it a quality 
of richness which it lacked when the piece was first made. Mouldings are also affected in 
the same manner. Unfortunately, as has already been stated, many pieces of old furniture 
have not these desirable attributes of patina. This is due to the fact that such pieces 
were repolished in the Victorian period. At this time a new type of polish came into 
fashion, known as French polish. It differed entirely from the spirit varnish, oil and 
wax polishes of the seventeenth and eighteenth centuries, whose application required 
much labour and time. 

French polishing was a far shorter process, resulting in a high glass-like finish, which 
remained as a film on the surface of the wood. Such a polish appealed to the Victorian 
mind, and resulted in the ruination of many tens of thousands of pieces of seventeenth 
and eighteenth century English furniture, which were ruthlessly stripped of their patina, 
preparatory to being renovated and “ finished”? with this surface. It was indeed an 
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unfortunate day when the Victorians discovered French polish ; for it not only destroys 
the patina and obscures the natural beauty and figure of the wood, but also disturbs the 
appearance of the piece owing to the reflections created by its mirror-like surface. 

With patina, a catalogue of the many attributes of old English furniture is completed ; 
and in the following chapters it is hoped that the student and collector will find sufficient 
information to enable them to acquire a fuller understanding of walnut and mahogany 
furniture in particular. Such an understanding must be based on a knowledge of style, 
of the principles of design, quality of material and quality of craftsmanship, of the manner 
of construction, and of the patina of the surface attributable to the accidents of age. 


Fic. 8.—MAHOGANY BRASS-BOUND WINE COOLER ON STAND WITH LEGS OF UNUSUAL DESIGN. CIRCA 1750. 


CHAPTER IT. 


WALNUT FURNITURE 
1660-1760 


HE walnut period of furniture in England covers approximately a hundred 
years. Walnut came into fashion about 1660, and from this date until 
about 1730 it was the popular wood for the furniture of both the wealthy 
and the middle classes. After 1730 mahogany began to compete with 

walnut, and, from then onwards, the best and finest pieces of furniture were made 
from the former wood. After 1750 the popularity of walnut began to decline ; 
while, after 1760, it went out of fashion altogether. 

This must be regarded as a very general statement, as there was a considerable over- 
lapping between the use of walnut and mahogany from 1730 onwards. Walnut continued 
to be employed by the provincial cabinet-makers much longer than by firms in London, 
and, similarly, many cabinet-makers in London may have retained a preference for walnut, 
and, in consequence, made their best and finest pieces from this wood. Customers with 
conservative tastes may also have been the cause of fine pieces being made in walnut 
as late as 1750-60, for if they preferred the walnut wood to the mahogany they may have 
given a special order for the making of a walnut piece. Thomas Sheraton, in his Cabinet 
“was much in use for cabinet 
work about forty or fifty years since in England, but is now quite laid aside since the 


Dictionary, published in 1803, mentions that walnut 


introduction of mahogany.” 

Although a great amount of walnut furniture has survived, undoubtedly a considerable 
quantity of it has been destroyed, and this destruction must be taken into consideration 
in order to arrive at a correct understanding of the furniture of the walnut period. Con- 
siderably more walnut furniture has perished than mahogany, and this can be attributed 
to the fact that it was made with a veneered surface on a soft wood carcase which was 
subject to the worm, and decorated with applied cross-grained mouldings glued on to 
a soft wood core. Consequently, this furniture was unable to withstand the wear and 
tear of use as well as the contemporary mahogany furniture which, together with the 
mouldings, was made in the solid wood. Walnut was therefore discarded and eventually 
destroyed in greater proportion. ‘Thus, although there is still more walnut furniture in 
existence to-day than mahogany, made prior to 1760, the original numerical superiority 
of walnut over mahogany pieces has dwindled. 

The destruction of so much walnut furniture and the diminished amount now extant 
have led to the belief to-day that after 1740 it ceased to be made, and that the contemporary 
mahogany pieces were made in much larger numbers in comparison with the walnut 
than was really the case. 

Evidence of the popularity of walnut furniture in the middle of the eighteenth century 
is to be found in a sale catalogue of the contents of the town house in Cavendish Square 
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of James, Duke of Chandos, which was sold on his death in 1746. Although it is probable 
that only a small amount of the furniture in the house at the date of the sale was new, 
nevertheless it is valuable evidence of the manner in which a wealthy nobleman’s house 
was furnished at that time. Out of sixty-five lots in which the name of the wood of the 
particular piece of furniture concerned is mentioned, thirty-six are walnut, eleven 
mahogany, and eighteen Japan lac.* 

One especially interesting fact is that of the thirty-six articles made of walnut that 
are mentioned, eight are bookcases, whilst no bookcase is included among the mahogany 
pieces. One of the rarest pieces of walnut furniture to-day is the bookcase, and its present- 
day scarcity is undoubtedly due, not to the fact that they were made in small numbers, 
but that they were destroyed because they became shabby and dilapidated. This was 
mainly caused by the soft carcase wood being attacked by the worm, which in time affected 
the veneer, and also by portions of the cross-grained mouldings becoming loose and 
dropping off. Therefore, in the late eighteenth and early nineteenth centuries, when 
mahogany furniture was the vogue, it was not thought worth while to repair a walnut 
piece. ‘This is especially true of a bookcase, which could not very well be used for any 
other purpose except to hold books, unlike a chest-with-drawers or a tallboy which, even 
if shabby, could always be put to some use, if only in the servants’ quarters. ‘This may 
account for the survival of so many dressing tables and tallboys.+ 

None of the bookcases in the Chandos sale realised a higher sum than £8 10s. The 
fact that such small value was attached to walnut furniture in this period is another un- 
doubted proof that a large piece such as a bookcase, which had become shabby and knocked 
about and out of date as regards design, was considered in the late eighteenth and early 
nineteenth centuries as a white elephant, and was therefore got rid of and eventually 
destroyed. 

The present-day rarity of the walnut marble-topped side-table also presents an 
analogous case to that of the walnut bookcase. To-day, a walnut side-table, similar to 
example illustrated (fig. g), is of the greatest rarity. Yet, judging from the Chandos cata- 
logue, where five walnut side-tables with marble tops are mentioned, it would appear 
that numbers must have been made. The largest of those mentioned measured 6 feet 
10 inches wide by 2 feet 6 inches deep, and is described as “‘ a long marble sideboard table 
on a walnut-tree frame.” The price it realised was £3 tos. od. 

Each time a table with a heavy marble top such as this was moved, the weight of 
the top was liable to wrench and strain the structure of the table. A walnut table with 
its frame made of soft wood and its frieze veneered with walnut, with cross-grained mould- 
ings, would not have stood this treatment so well as a mahogany table. Hence the survival 
of many mahogany examples and the great scarcity of those of walnut. 


* It is interesting to note that the lacquer examples outnumber the mahogany ; this would point to a very large destruction of the former, 
as lacquer furniture is extremely scarce to-day. Chairs are especially rare, and two sets of six Japan lac are listed in the catalogue. ‘This 
is not surprising when it is considered that lacquer furniture was made of deal or beech, both of which were extremely susceptible to the 
attack of the worm. 


+ Other pieces of walnut that have survived in large numbers are the bureau bookcase—which may have been retained because of the 
utility of its bureau portion—the long-case clock and the card table, 
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The reasons given for the destruction of walnut bookcases and marble-topped side- 
tables go to show that, because a piece is scarce to-day, it is no proof that it was not 
originally made in considerable numbers. 


STYLE AND DESIGN. 


In considering the walnut furniture that was made throughout the hundred years 
referred to, it is necessary to divide the period into two definite styles, the first of which, 
dating from 1660-90, may be designated the Stuart style. The main characteristic 
of this style was that the constructional members were of a straight and not of a curvilinear 
form, which gave to the design a general feeling of rectangularity. The legs and uprights 
to the chairs were straight, and the stretchers and rails jomed them at right angles. The 
same applies to the legs and stretchers of tables. The seats of chairs were straight-sided, 
and the sides and tops of cabinets and chests were straight and of rectilinear form without 
curved lines. Legs and stretchers of chairs and tables were spiral twisted or baluster 
turned. Carving was in high relief and pierced through. Parquetry and marquetry 
were used as media of decoration. This style was undoubtedly foreign, there being 
nothing characteristically English in it as regards design. It only differed from the 
foreign contemporary work by virtue of a typically English craftsmanship ; for, although 
he was copying, the English craftsman succeeded in endowing the design with the insular 
peculiarities born of the tradition in which he was working. No style in the history of 
English furniture had such an untraditional beginning as this Stuart style. In less than 
a decade the furniture altered not only in design and material, but also in construction ; 
and the unusual circumstances of the period must be considered in order to understand 
how this was possible. 

A Puritan Commonwealth suddenly gave place to a popular monarchy and a Court. 
The social conditions thus re-established among the nobility and gentry created an urgent 
demand, among other things, for new furniture, which was as quickly supplied by the 
importation of foreign designs. Such designs were at once assimilated by the English 
craftsmen, and, although closely resembling the work of the French, Flemish and Dutch 
designers, were yet so stamped by English characteristics as to permit us, after a lapse 
of 260 years, to detect the differences between the two. 

The next decade, from 1690-1700, which is known as the William and Mary period, 
was one of transition. It was a connecting link between the Stuart style and the style 
dating from 1700-60, for which, although Queen Anne’s reign occupies the first 
fourteen years of the period, one can find no better name than the Georgian style of walnut 
furniture. Design in this style springs from an entirely different basis from that which 
preceded it. Instead of being rectangular it is curvilinear. The side rails and splats 
of chairs are curved ; the legs of chairs and tables are cabriole. The seat rails to chairs 
are curved, although at the end of the period they again become rectangular. The cornice 
mouldings to cabinets and bookcases have a deep hollow which in section is a curve. 
The tops of bureau cabinets, when not straight, are domed. The tops of doors of such 
cabinets are curved, and long-case clocks have their hoods surmounted by domes, 
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Sometimes the sides of chests and the lower parts of bureau cabinets and long-case clocks are 
curved outwards in the form known as bombé, although this is more typical of Dutch 
furniture than English. Indeed, this Georgian style was very strongly Dutch as regards 
its design in the first twenty years, after which it became anglicised and was influenced 
by the various phases of design which then came into vogue. Among such phases may 
be included the use of the mask head motif. This led to the legs and seat rails of chairs, 
and the legs and friezes of tables being decorated with masks—sometimes grotesque human 
masks (figs. 12 and 13), but more often lion masks (fig. 10). When the lion mask motif 
decorated the knee, the foot was usually a paw foot instead of the claw and ball. The 
origin of this mask motif, its sudden appearance and its short duration—it would appear 


to have come in about 1725-30 and to have lasted until about 1740-45—are difficult to 
account for. 


Fic. 14.—DETAIL OF ARM OF WALNUT CHAIR, ILLUSTRATED FIG. 97. 


Eagle, lion, and dog heads were also motifs used for decorating the arms of chairs and 
settees (figs. 14, 16, 19 and 20). The eagle head motif, too, is found occurring on mirrors 
and the legs of tables and chairs (figs. 15 and 22)*. Another phase was the architectural 
treatment of the bookcase, cabinet and bureau cabinet. Such pieces were not only based 
on architectural proportions, but were designed with classical pilasters and entablature 
surmounted by a pediment (figs. 61 and 64). The French, Chinese and Gothic phases 


* The above remarks also apply equally to contemporary mahogany furniture, as these motifs of design were used by the cabinet-makers 
impartially for both walnut and mahogany furniture. 
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of design which came into fashion about 1750-60 did not affect walnut furniture to any 
marked degree, since, by that time, walnut had already been relegated by mahogany 
to a secondary place. Such designs were carried out in the now fashionable mahogany 
furniture, whereas in the walnut pieces the earlier designs were still being followed. As 
an example of this, a walnut spinet case with engraved brass strap hinges can be quoted, 
which, in design, 
would appear to have 
been made in the reign 
of George I., and yet 
is dated above the 
keyboard 1758. 

A changing feature 
of design which is of 
particular interest, in 
so far as it affords a 
somewhat rough and 
ready means of gaug- 
ing the approximate 
date of a piece, may 
be noted in connection 
with the mouldings 
surrounding drawers. 
In the Stuart period 
of walnut furniture, 
the drawer was 
surrounded by a half- 
round — cross - grained 
moulding. Unlike the 
drawers of the previous 
Cromwellian _ period, 
when the fronts were 
decorated with mould- 
ings applied on them, 
this half-round mould- 
ing was applied on 
the rails between the 
drawers and on the 
edges of the sides of the piece (Diagram 1a). This moulding “ran out” at the 
top and bottom, as it did not go above the top drawer nor under the bottom 
drawer (figs. 31 and 32). In the reign of William and Mary this moulding changed in 
section, becoming a double cross-banded bead (Diagram 14). In Queen Anne’s reign 
this method of giving a decorative finish to a drawer front by ornamenting the surface 


Fic. 15.—CORNER CHAIR OF CHERRY WOOD, WITH THE UNUSUAL FEATURE OF EAGLE 
HEADS DECORATING THE KNEE OF THE CABRIOLE LEG. CIRCA 1745. 
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Diagram I.—DETAILS OF MOULDINGS DECORATING DRAWERS 
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surrounding the drawer with a moulding was radically altered by transferring the moulding 
to the drawer front itself and leaving the surround plain. This was accomplished by 
finishing the edge of the drawer front with a lip moulding of ovolo section which hid the 
joint between the drawer and its opening, as it projected about ¢ inch over the surrounding 
surface (Diagram 1c). Such a method of finishing a drawer front was much in vogue 
on the Continent many years before its introduction into England. It persisted in English 
walnut furniture for about thirty to thirty-five years, as examples later than 1745 seldom 
possess it. About 1715, another design, known as the cock bead, was introduced for 
the finish to a drawer. It consisted of a half-round bead slightly projecting above the 
surface of the front, fixed on to the extreme edge of the drawer (Diagram 1d). This 
design is found up to 
the end of the eighteenth 
century, and was used 
as a finish to drawers, 
both in walnut and 
mahogany furniture. 
The lip moulding 1s also 
found both in walnut 
and mahogany furniture, 
as it was In vogue when 
these two woods were 
being used contempora- 
neously. 

The above four 
methods of decorating 
the edges of drawers were 


Fic. 16.—bDETAIL OF ARM, SHOWING ANIMAL HEAD MOTIF OF WALNUT CHAIR, FIG. 18. 


used so universally in walnut 
furniture during the periods 
mentioned that it is rare to 
find a piece which has a 
different treatment. A number 
of pieces are extant, however, 
in which the drawer fronts 
and their surrounds are flush, 
without any mouldings 
whatsoever (fig. 33). ‘This 
flush-fronted drawer, although 
infrequent in English furniture, 
was a very common feature in 
French and Flemish pieces, 


especially those decorated with 


marquetry. Another variation Fie. I7.—DETAIL OF ARM OF A MAHOGANY SETTEE, SHOWING ANIMAL 
HEAD MOTIF, 


te 


Fic. 18.—wWALNUT MASTER’S CHAIR. CIRCA 1730. THE FOUNDATION OF THE SPLAT IS DEAL, AND THE 
EAGLE AND ACANTHUS ORNAMENT ARE OF DEAL GILT. HEIGHT 6 FEET Q INCHES. FOR DETAIL, SEE FIG. 16, 
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of design in the finish to 
drawers may be observed 
when the cock bead, 
instead of being fixed to 
the edge of the drawer 
front, is fixed on the 
edge of the drawer 
opening (Diagram 4d). 
This design is only 
occasionally met with, 
and, as pieces of furniture 
with this type of cock 
bead date from about 
1720-50, it cannot be 
considered a transitional 
form between the double 
beaded moulding and 
the cock bead fixed to 
the drawer front. 
dhesstact: “that.eall 
cabinet-makers,whowere 
making walnut furniture 
throughout the country, 
employed the same de- 
sign of drawer mouldings 
shows to what a _ re- 
markableextentfurniture 
was ruled by the spirit 
of traditionalism in 
design. It took time for 
a new type of moulding 
to reach the provincial 
towns. There was, there- 
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FIG. 20.—DETAIL OF DOG’S HEAD TERMINATING ARM OF MAHOGANY CHAIR, FIG. 168 


fore, considerable overlapping in the use of these various designs by the London and the 


provincial cabinet-maker. 


The latter adhered to the old designs for perhaps five or ten 


years after the former had been making his furniture of the current design. Cabinet-makers 
and joiners situated in remote country districts copied these drawer mouldings for pieces, 
made in the solid, of oak and such woods as elm, beech, chestnut and fruit woods, three 
or four decades after they had gone out of fashion in the furniture of London make. An 
example of this can be cited in the drawers of oak dressers and chests-with-drawers, 
dating as late as 1775, which were made with the overlapping lip moulding that had 
ceased to be used with walnut and mahogany furniture thirty years before. 
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MATERIAL : 
ENGLISH, CONTINENTAL AND VIRGINIA WALNUT. 


In considering walnut furniture from the point of view of material, it must be first 
of all understood that it was made from two species of the walnut tree. One was known 
as the European or common walnut, called Juglans regia, and the other, Juglans nigra, 
was the black Virginia walnut, which came from North America. The first kind was 
grown in England and on the 
Continent. Evelyn mentions the 
English variety of walnut when, in 
his Syloa, he writs. “6 >. eee 
Wall-nut, you shall find, when ’tis old, 
that the Wood is admirably figur'd, 
and as it were marbl’d, and there- 
fore much more esteemed by the 
Joyners, Cabinet-makers, &c. then 
the Young, which is paler of Colour, 
and without any notable Graz, as 
they call it. For the Razn distilling 
along the Branches, when many of 
them break out into clusters from 
the stem, sinks in, and is the Cause 
of these marks: since we find it 
exceedingly full of pores.” He 
also refers to the French variety 
“s as that which we have 
from Bologne very black of Colour, 
and so admirably streaked, as to 
represent natural flowers, Landskips, 
and other Fancys a 

Evelyn praises the black Virginia 
walnut when he says “‘ the Timber 
much to be preferred, and we might 
propagate more of them if we were 
careful to procure them out of 
Virginia, where they abound, or 
from Grenoble, which our Cabinet- 
makers so prize.” 

It would appear that from 

as - 1660-1720 English walnut was 
Fic. 21.—WALNUT CHAIR. CIRCA 1695. THIS TYPE OF CHAIR IS employed by the cabinet-makers, 


STRONGLY CONTINENTAL IN DESIGN, ALTHOUGH ITS FOREIGN COUNTER- ; 
PART IS USUALLY MORE ELABORATE. THIS CHAIR IS ONE OF A PAIR. and that they sometimes used 
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imported Continental walnut in the form of veneer for pieces of fine quality. From 1720 
to the end of the walnut period, they used Virginia walnut, both for work in the solid 
and for veneer. English walnut in this period was only employed for inferior quality and 
country made furniture. 
In support of this 
theory the following note 
from Dr. Hunter’s edition 
of Evelyn’s Sylva, pub- 
lished) ini “1776; «cam (be 
quoted :—“ Formerly the 
Walnut-tree,”’ he writes, 
“was much propagated 
for its wood ; but since the 
importation of Mahogany 
and the Virginia Walnut, 
it has considerably de- 
creased in reputation.” 
The following remarks 
made by Thomas Sheraton 
in his Cabinet Dictionary, 
published in 1803, are also 
interesting in so far as 
they bear upon this point. 
= ©f the walnuvatree,, he 
Says.) wauacre: -Aaveu three 
species, the English walnut 
and the white and black 
Virginia. The black 
Virginia was much in use 
for cabinet work about 
forty or fifty years since in 
England, but is now quite 
laid aside since the in- 
troduction of mahogany. 
The common English 
walnut tree is much paler 
than the Virginia and cannot be used for the most common purposes.” The reason 


Fic. 23.—WALNUT CHAIR WITH BACK AND SEAT RAIL OF BURR VENEER. 
ONE OF A PAIR. CIRCA 1730. 


for the importation of this Virginia walnut was unquestionably because the English 
variety had become scarce. The demand had exceeded the supply, and while the 
younger trees were not yet suitable for the cabinet-makers’ purpose, such serious 
inroads had been made upon the mature and full-grown specimens as to threaten 
their continued supply. It was, therefore, a difficult matter to obtain walnut logs of 
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sufficient dimensions. In addition, this English walnut was extremely wasteful in 
conversion, owing to the knots and defects in the wood, which forced the cabinet- 
maker to confine his work within the limits imposed by the quality of the timber. 
That Virginia walnut was imported in preference to Continental walnut—which un- 
doubtedly would have been cheaper—can be explained by the fact that there was a great 
scarcity of walnut on the Continent at this period. 


Fic. 24.—WALNUT CARD TABLE WITH BACK LEGS OF BEECH, AND FRIEZE AND TOP OF BURR VENEER, DECORATED WITH 
INLAID BAND OF AMBOYNA. CIRCA 1715. 


G. S. Boulger is of the same opinion when he writes, in Wood, that ‘‘ the severe winter 
of 1709 killed most of the walnut trees in Central Europe, the dead trees being bought 
up by the Dutch, who thus secured a ‘ corner’ in this wood. So scarce was it in France 
that its exportation was prohibited in 1720, and mahogany, imported by the Dutch and 
Spaniards, largely replaced it for furniture.” 

About 1720 there was a marked change in the design of walnut furniture. Up to that 
date the legs of chairs and tables had been slender, which strongly indicates that their 
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design had been influenced by the limitations of the material with which the cabinet-makers 
were working (see figs. 24, 26 and 27). 

When a leg of bold design was required, they used another wood. For example, 
the legs of seventeenth century tables, similar to example fig. 53, are more often found 
of elm than of walnut. Another expedient—when it was desired to make the cabriole 
leg of a Queen Anne chair at all bold in design—was to build up the timber out of which 


g 


FIG. 25.—WALNUT CARD TABLE WITH FRIEZE AND TOP OF BURR VENEER. CIRCA 1730. 
FOR DETAILS, SEE FIGS. 139 AND 217. 


the leg was to be cut by gluing on pieces to obtain the necessary width of wood, which 
the curve of the leg required. 

On the other hand, about 1720 the legs of chairs, stools and tables became bolder 
and stouter (see figs. 23 and 25). The cabriole was more accentuated, and the motif 
of the claw and ball foot and of the paw foot (fig. 34) was used to terminate the leg. Such 
a leg required a much more substantial block of timber for its execution than had been 
hitherto obtainable, yet the majority of examples of this description are found carved out 
of one piece of wood and not built up. 
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One possible explanation for the boldness of the design of the chair and table legs 
and the chair arms which came into vogue about 1720 is that the cabinet-makers had 
access to a supply of material which could be obtained in greater bulk than they had 
hitherto used. The evidence from Dr. Hunter’s and Sheraton’s quotations is definite 


Fic. 26.—sMALL WALNUT HALF-CIRCULAR TABLE. CIRCA 1720. 


proof that the cabinet- 
makers did use Virginia 
walnut, and therefore it 
is not too much to 
presume that the furni- 
ture of this bold design, 
dating from 1720 to the 
end of the walnut period, 
was made of Virginia 
walnut, and that the 
earlier furniture of the 
more circumspect and 
restricted type was made 
of English walnut. On 
the face of this evidence 
it would also appear 
that the cabinet-makers 
began to use the former 
wood about 1720, which 
coincides with the time 
when they altered the 
design of their furni- 
ture. This is a very 
definite example of 
design being governed 
by material. 

Virginia ~—- walnut 
would appear to have 
been used both for work 
in the solid and also in 
the form of veneer ; this 
latter, however, only 
for furniture of good 


quality, as it would appear from the following quotation from Dr. Hunter’s edition of 
Evelyn’s Sylva that this variety of walnut was highly prized when the wood was 


finely figured. 


“The black Virginia Walnut,” he writes, “‘ is much more inclinable to grow upright 
than the common sort, and the wood being generally of a more beautiful grain, renders 
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it preferable to that, and better worth cultivating. I have seen some of this wood beauti- 
fully veined with black and white, which, when polished, has appeared at a distance 
like veined marble. This wood is greatly esteemed by the cabinet-makers for inlaying, 
as also for bedsteads, chairs, tables and cabinets ; and is one of the most durable woods 
for those purposes of English growth, being less liable to be infected with insects than most 
other kinds (which may proceed from its extraordinary bitterness) ; but it is not proper 
for buildings of strength, it being of a brittle nature, and exceedingly subject to 
break very short, though it commonly gives notice by its crackling some time before 
it breaks.” 

The wood, however, when used in the solid, does not exhibit to the same degree 
the black markings of the English and Continental walnut. It is a harder and smoother 
wood than these varieties and the grain is straight and even, although sometimes, 
as already mentioned, it had a beautiful figure. The colour is a darker tone than 
the English walnut, and, when in its unpolished state, such as when used for drawer 
linings, it is almost a plum colour. From pieces extant made of Virginia walnut 
it can be seen sometimes that the dark tone has bleached through exposure to the light 
to a pale grey brown. 

Even in the period when Virginia walnut was employed by the cabinet-makers, 
economy was an object. For instance, indigenous and therefore cheaper woods 
than Virginia walnut, such as beech and elm, were used for the foundations of 
the veneered splats and the back legs of chairs and settees. Since the back legs 
and side rails were made out of one piece, which required a log of large dimensions, 
a great saving was assured by the use of these commoner woods (figs. 11 
and 19). 

In the seventeenth century Continental walnut would appear to have been imported. 
Proof of this is to be found in the two quotations already cited from Evelyn, where he 
mentions walnut from Boulogne and Grenoble, the former being ‘‘ admirably streaked,” 
and the latter “ which our cabinet-makers so prize.’ As, in the first case, Evelyn praises 
the figure of the wood, it was undoubtedly used in the form of veneer, and most probably 
the latter was also so employed. 

Evelyn bears testimony to the use of beech, owing to the scarcity of walnut in the 


ee 


seventeenth century, when he writes : . were this Timber in greater plenty 
amongst us, we should have far better Utensils of all sorts for our Houses, as Chazrs, Stools, 
Bedsteads, Tables, Wainscot, Cabinets, etc, instead of the more vulgar Beech, subject 
to the worm, weak, and unsightly ; but which to counterfeit and deceive the unwary, 
they wash over with a decoction made of the Green husks of Walnuts, etc, I say, had we store 
of this material, we should find an incredible improvement in the more stable Furniture 
of oul Housesu ae 

Many seventeenth century chairs and stools have survived made of beech, chestnut* 


and elm, which goes to prove the truth of Evelyn’s statement. 


> 


* Dr. Hunter writes about chestnut: ‘* Of the Chestnut are made very fine tables, stools, chairs, chests and bedsteads.’ 
See also Chair illustrated (Fig. 89). 
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VENEERED WALNUT FURNITURE. 

That Evelyn as early as 1664, the date of the publication of the first edition of his 
Sylva, should deplore the fact that furniture of beech wood was being made to imitate 
walnut is especially illuminating, since it shows how the vogue for the new walnut furniture 
had ousted the old-fashioned oak pieces, so much so, indeed, that people preferred their 
furniture made of even an inferior wood, which resembled walnut, rather than of the 
unfashionable oak. Writing in the second edition of Sylva, published in 1670, Evelyn 
declares that “ our late Pride, Effeminacy and Luxurie (which has to our vast 
charges excluded all the Ornaments of Timber, etc. to give place to Hangings, Embroderies 
and forrain Leather) shall be put out of Countenance, we may hope to see a new face 
of things, for the encouragement of Planters, the more immediate Work of Gods hands ; 
and the natural, wholesome, and ancient use of Timber, for the more lasting occasions 
and furniture of our Dwellings: And though I do not speak all this for the sake of Joyne- 
stools, Benches, Cup-boards, Massy Tables and Gygantic Bed-steds, the hospitable Utensils 
of our fore-Fathers ; Yet I would be glad to encourage the Carpenter and the Joyner, 
and rejoyce to see, that their Work and Skil do dayly improve ; ” 

These remarks certainly give an insight into the revolutionary changes which took 
place in furniture in the first ten years of Charles I1.’s reign. Chairs and stools were 
now made of walnut instead of oak ; the seats, instead of being of solid wood, were of 
cane, the backs likewise were fitted with cane panels in order to make them more yielding 
and comfortable than were the oak panelled backs of the pre-Restoration period. Tables, 
chests-with-drawers, cabinets and other articles of domestic furniture were also made of 
walnut, but, in these pieces, the surfaces were of veneered walnut and not of solid wood, 
as was the case with the chairs. Up to the present time it has been considered by various 
authorities that chairs, stools and day-beds made in the solid walnut, date from the begin- 
ning of Charles II.’s reign, and earlier, but that veneered and marquetry furniture was 
not made previous to 1675. In the first edition of Evelyn’s Sylva, published in 1664, there 
is abundant evidence, beyond and apart from that already quoted, to confute this erroneous 
statement. He writes: “It [walnut] is of singular account with... . the Cabinet- 
maker for Inlayings, especially the firm and close Timber about the Roots, which is ad- 
mirable for fleck’d and chambletted works, and the older it is, the more estimable.” He 
also says as regards maple that “The Timber is far superiour to Beech for all uses of the 


Turner, . . . . as the Joyner for Tables, Inlayings, and for the delicateness of the grain 
when the knurs and nodosities are rarely diapred, which does much advance its price :” 
Then again, when discussing box: “. . . . the Roots of this Tree do furnish the Jnlayer 


and Cabinet-makers with pieces rarely undulated, and full of variety.” Pepys also brings 
contemporary evidence to bear on this point when he mentions in his diary that, on March 
25th, 1667, he found his friend Mr. Povey, “ at work with a cabinet-maker making of 
a new inlaid table.” 

In the second edition of Sylva, published in 1670, Evelyn definitely mentions marquetry 
and also veneering. After giving a list of various coloured woods used by “ our inlayers,”’ 
he goes on to say: “. . . . but when they would imitate the naturall turning of Leaves 


CIRCA 1690. THE PANELS ARE OF BURR ASH VENEER, 
INED WALNUT, THE HERRING-BONE BANDING IS OF ASH, AND 
THE COMBINATION OF SO MANY WOODS, THE 


nes 3 1. -CHEST-WITH-DRAWERS ON STAND. 
SURROUNDS TO THE PANELS ARE OF STRAIGHT-GRA 
CROSS-GRAINED MOULDINGS AND TURNED LEGS ARE OF YEW. 
PROPORTIONS AND THE GOOD DESIGN OF THIS PIECE MAKE IT OF EXCEPTIONAL INTEREST. 
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Fic. 32,.—WALNUT CHEST-WITH-DRAWERS ON STAND. CIRCA 1710. 
AN UNUSUAL FEATURE OF THIS PIECE IS THAT THE SIDES ARE OF SOLID WALNUT AND NOT VENEERED. 


Do) 


ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 57 


in their curious Compartiments and bordures of Flower-works, they effect it by dipping 
the pieces (first cut into shape and ready to Jn-lay) so far into hot Sand, as they would 
have the Shadow, and the heat of the Sand darkens it so gradually, without detriment 
or burning the thin Chip, as one would conceive it to be natural : Note, that the Sand is 
to be heated in some very thin Brasse pan like to the bottom of a Scale or Ballance : This 
I mention because the burning with Jrons, or Aqua-fortis, is not comparable to it.” 


Evelyn mentions veneering when he is discussing cedar wood. “ It might be done 
with moderate Expense,” he writes, “‘ especially, in some small proportions, and in Faneer- 
ing, as they term it, and mouldings... .”* 


Apart from the last two quotations, which are definite proof that walnut veneered 
and marquetry furniture was made in England in 1670, the earlier quotations of 1664, 
referring to “ inlayings ”’ or “ inlayer,” must also refer to veneered furniture. — It is unlikely 
that the earlier mention of “ inlayings”’ applied to the method of inlaying thin pieces 
of coloured wood to form a pattern into a solid background which was cut out to receive 
them, especially in view of the fact that no examples of such solid inlaid walnut furniture 
have survived of this period. Inlaid work of this type, a favourite method of decoration 
to oak pieces in the Elizabethan and early Jacobean periods, had gone out of fashion 
by the middle of the seventeenth century. 

It has been thought necessary to go to some length to show that veneered walnut 
and marquetry furniture was being made in England as early as 1664, as in the most 
recent books on furniture, illustrating veneered walnut, marquetry and _ parquetry 
pieces of the first half of Charles II.’s reign, such pieces have all been dated not 
earlier than 1675, and in some instances as late as 1700. 

An event which must have created a considerable demand for new furniture was 
the devastating Fire of London in the year 1666. It is only natural to infer that this 
immediate and sudden call for furniture must have been met by London cabinet-makers 
with pieces in the latest fashion, which would unquestionably be of walnut veneer. Furni- 
ture in the solid of oak and soft woods, such as beech, must also have been made in 
considerable quantities to supply the needs of the poorer classes. 

One reason advanced at the present time to support the theory that cabinet-makers 
were not making veneered furniture in the early years of Charles II.’s reign is that there 
are no transitional pieces, and that both veneered and marquetry furniture appeared in 
England in a fully developed state. Its sudden appearance is put down to the fact that 
all of it was made by alien craftsmen; whereas, on the contrary, there are pieces of 
veneered walnut furniture extant which are definitely transitional. Such pieces generally 
take the form of chests-with-drawers, the earliest transitional examples of which date 
from the Cromwellian period. The fronts of the drawers are decorated with applied 
mouldings, a typical feature of Jacobean furniture, and the drawer fronts within the 
mouldings are covered with walnut veneer $ of an inch or more in thickness. In fact, 
sometimes so thick is this veneer that it is more in the nature ofa thin slab. The mouldings 
are of straight run walnut, and the sides of the chest are panelled in oak. "The workmanship 


* Presumably, the mention of the word “ mouldings’? applies here to cross-grained mouldings. 
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is coarse and, in construction, it is similar to the Jacobean furniture, the drawers being 
hung on runners (Diagram 2a). ‘The next type of transitional chest extant must, according 
to sequence, be dated about 1660-5. In this form of chest, the fronts of the drawers are 
veneered with walnut and sometimes with parquetry ; half-round cross-grained mouldings 
are fixed around the drawer openings, similar to Diagram 1a. The top of the chest is 
veneered, and the sides are of oak, panelled in the manner of Jacobean furniture. 

There is no question but that the English cabinet-maker learnt how to cut veneer 
and the method of laying it down from Continental practice, and the fact that there were 
alien craftsmen in this country who, by their teaching, assisted the English to learn the 
art of veneering and marquetry cutting, is not disputed. But the survival of transitional 
pieces, and the gradual improvement in the quality of workmanship, both as regards 
walnut and marquetry furniture—which latter will be discussed later—is very strong 
evidence in support of the assertion that the majority of the veneered walnut, parquetry 
and marquetry furniture was made by English craftsmen. It is true there were skilled 
foreign cabinet-makers domiciled in England who undoubtedly followed their craft by 
making similar pieces to those of the English ; but the productions of these men would not 
have shown any transitional phases as regards craftsmanship, as was the case with the 
English work. They were skilled in veneering and marquetry, as the French, Flemings 
and the Dutch had made this type of furniture long before it had begun to be produced 
in England. The work of such aliens would be, therefore, of a far higher standard than 
that produced by the English craftsmen. This especially applies to marquetry work. 
Later in the chapter this question of the work of alien craftsmen will be dealt with more 
fully. 

In the veneered walnut furniture made by the English craftsmen there is a definite 
sequence, displaying a gradual evolution of refinement in workmanship, starting in the 
decade previous to the reign of Charles IJ. and continuing up to the end of the seventeenth 
century. If this sequence had not begun until 1675, the period would have been too 
short for the full evolution of design, workmanship and construction to have come about. 

Yet another point advanced by those who deny that veneered walnut furniture was 
made before 1675, is that pieces which display early methods of construction and coarseness 
in their execution, and exhibit a style of design peculiar to the reign of Charles II., were 
produced by the country cabinet-maker two or three decades after the cabinet-makers 
of London and the important provincial towns had ceased to make furniture of this early 
character. 

That this line of argument is unsound becomes apparent when one considers the 
position of the country cabinet-maker and joiner in the walnut period. Firstly, it is 
extremely unlikely that he would have made walnut veneered furniture at all prior to 
1700. The country cabinet-maker was engaged in supplying the requirements of people 
in the immediate neighbourhood, such as the yeoman farmer and the poorer country gentry, 
and was making cheap and common furniture for the labouring classes. It is highly improb- 
able that the nobility would patronise the local country cabinet-maker for furniture for 
the salon and best rooms of their country mansions. This they would undoubtedly procure 
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from the nearest provincial town or from London. In the last half of the walnut 
period, the country cabinet-maker might have made pieces of veneered walnut furniture, 
and such pieces, in their design and manner of construction, would most probably appear 
to be two or three decades earlier in date. The difference, however, between such pieces 
and those of the earlier period lies in the quality of the woods used in the carcase and the 
drawer linings. In the veneered walnut, marquetry and parquetry furniture of the Stuart 
period, as will be shown later, the deal of the carcase was of the finest quality, and so 
was the quarter-cut oak of the drawer linings, both these timbers being undoubtedly 
imported from abroad. 

Country-made furniture can always be recognised by the inferior quality of the wood 
used for the drawer linings and backboards. ‘The country cabinet-maker could not afford 
to use imported woods, and therefore relied upon local timber—oak, elm, beech, ash and 
chestnut—which, in the majority of country districts, would be cheaper than deal, as 
deal was not indigenous to England in this period. One year, the country cabinet-maker 
might have a surplus of walnut, owing to a storm having blown down a number of walnut 
trees in the locality. In this case he could afford to use it extravagantly by making pieces 
in the solid walnut. A number of country-made walnut chests-with-drawers have survived 
made of the solid wood. Indeed, knowledge of woods will soon dispel the notion that 
furniture made in the early part of the reign of Charles II. was fashioned by the country 
joiner in the reign of George I. 

The cabinet-makers of the Stuart period of walnut furniture were not long in realising 
the decorative effect which could be given to a piece by the figure and grain of the wood, 
then made possible by the new process of veneering. They found that veneer which was 
cut from the root of a tree, or from where there was any irregular growth or deformity, 
exhibited a far more decorative marking than when the veneer was cut from the trunk, 
when it would usually exhibit a straight figuring, and not a “ mottled” or “ marbl’d ” 
one, as Evelyn so aptly describes it. Walnut trees which had finely figured wood with 
curls produced by the dividing of the heart wood where a large branch joined the trunk, 
were far more costly for the cabinet-maker to buy than the trees which had plain and 
unfigured wood. ‘The latter would be used for work in the solid, as, for example, chairs 
and table legs. 

The front of a good quality piece would be veneered with finely figured wood—usually 
with what is termed burr veneer, which has a mottled figuring because, as explained 
above, it is cut from the root of the tree (fig. 33). For the sides of the piece, which were 
less noticeable, an unfigured and plain veneer would be employed. In lower quality 
examples, a straight-grained and plainer marked veneer would be used on the front, as 
this would effect a considerable saving in cost as compared with the burr veneer. 

Walnut veneer was cut by hand saws, and this work was carried out by the cabinet- 
makers. It is also said to have been done by special workmen who, visiting the cabinet- 
makers’ workshops once or twice a year, transformed into veneers the wood which had 
been specially reserved for this purpose. The old walnut veneer is found in thicknesses 
varying from 7 of an inch to 4 of an inch, 
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THE TOP DRAWER IS FITTED WITH TOILET BOXES. 


CIRGA 1730. 
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Fic. 36.—FRAMED SAW FOR CUTTING TIMBER, DRIVEN BY WATER. 
FROM AN ENGRAVING IN EVELYN’S “‘syLVA,” 1670. 
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A framed saw worked by water power for sawing timber is shown in fig. 36. This 
illustration is from an engraving in the second edition of Evelyn’s Sylva. In de- 
scribing these machines, Evelyn says: “ the Norway Engine, or Saw-Mill, to be 
either moved with the force of Water, or Wind, &c, for the more expedite cuting and 
converting of Timber, to 
which we will add an- 
other, for the more facile 
perforation and boring of 
Elms, or other Timber to 
make Pipes and Aquae- 
CUC Sate ee 

In a good quality 
piece, considerable care 
and skill was required in 
the symmetrical _ setting 
out of the figure of the 
veneer on a drawer front 
or cabinet door. Pieces 
of veneer cut in successive 
layers from the same log 
exhibited the same figur- 
ing, and therefore such 
pieces, when laid together 
so that the markings 
joined, made a symmetri- 
cal pattern. The veneer 
on the top of a table 
would consist of four 
pieces with similar figur- 
ing in each. Each piece 
formed a quarter of the 
top, which resulted in 
the figuring being of a 
symmetrical form. The 
setting of the veneer in 


: FIG. 37.—WALNUT DRESSING TABLE WITH DRAWER FITTED WITH TOILET 
this manner was called — poxss snp compartMeNTs CIRGA 1745. 


1 THE WALNUT TOILET MIRROR DATES ABOUT 1730. 
quartering. 73 


Drawer fronts would be veneered with two or four pieces of the same figured wood, 
so that one half of the drawer front would resemble the other, the grain running across 
the width of the front (fig. 37). In poor quality pieces the cabinet-maker did not go 
to the same trouble to match his veneers in this manner, and, in consequence, the decora- 
tive value of the piece was diminished. 
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Furniture, besides being decorated with the burr and the straight-grained veneer 
of walnut, was also veneered with the burr wood of elm, ash (fig. 31), maple, yew, oak, 
cherry and plum, as the cabinet-makers had discovered that the veneer cut from the roots 
of these trees had an extremely decorative effect.* Examples extant in these woods are, 
however, far fewer than are those of walnut ; while after the reign of Queen Anne, the 
vogue for the use of such woods would appear to have declined, with perhaps the possible 
exception of burr elm and yew, as a number of pieces veneered with these woods have 
survived, dating as late as 1760. Late pieces veneered with elm often exhibit a coarse- 
ness of workmanship, and the wood of the carcasing and drawer linings is of the poorest 
quality. It would appear, therefore, that elm was used sometimes in the form of veneer 
by the country cabinet-maker, owing to the scarcity of walnut, in his immediate locality. 

It was in the first half of the walnut period that the cabinet-makers made the fullest 
use of finely figured woods, employed in the form of veneers, for the decoration of furniture. 
Marquetry and parquetry were other methods of decoration much used during this period. 


MARQUETRY FURNITURE. 


There were two distinct varieties of marquetry belonging to the Stuart period of 
1660-go, although both had the marquetry contained in panels. The first was of a design 
composed of arabesque acanthus leaf scrolls, generally with flowers introduced, and also 
birds, usually of the eagle species, although parrots were sometimes employed as an 
alternative. ‘This type of marquetry generally had the acanthus scrolls in walnut and 
the flowers in a red coloured wood on a light background, generally of holly (fig. 38). 
The early examples, which date from the first decade of Charles II.’s reign, display a 
distinct coarseness in the cutting of the marquetry, whereas the later examples show much 
finer workmanship. In these, a dark wood is often employed in the pattern, and sometimes 
the background is of walnut instead of holly (fig. 39). In such pieces) the eagle occurs 
more frequently than in the earlier ones. ‘The surrounds to the marquetry panels were 
usually filled with straight cut veneer (figs. 38, 39). This type of acanthus scroll 
marquetry was copied by the English from Continental work. Seventeenth century pieces 
of South German provenance are extant, decorated with marquetry panels of a very 
similar character. The eagle motif was also a very favourite one with Continental designers. 

The second variety of marquetry was entirely different, as it was composed of a design 
of naturalistic flowers arranged in groups and sometimes in vases without any arabesque 
scrolls. Of this floral marquetry there appear to have been two distinct schools. The first 
and, perhaps, earliest school, like the acanthus scroill marquetry, shows from extant 
examples that the early pieces dating from 1660-75 have a crudeness and stiffness in 
the design and a coarseness in the execution. The flowers are sparsely placed and do not 
intertwine with each other as in the later examples which exhibit the finest work (fig. 40). 
Up to about 1690, this tvpe of marquetry was designed in panels, the surrounds to the 
panels being sometimes filled with walnut veneer and sometimes with oyster shell parquetry, 
of either walnut, laburnum or olive wood. This oyster shell veneer was obtained by 


* Amboyna, Thuya and Kingwood were other woods used on account of their fine figure. 


Fic. 38.— (ABOVE) TOP OF CHEST-WITH-DRAWERS DECORATED WITH MARQUETRY, WITH BACKGROUND OF HOLLY AND 
PATTERN OF WALNUT AND COLOURED WOODS. CIRCA 1670. 


Fic. 39.—(BELOW) TOP OF CHEST-WITH-DRAWERS DECORATED WITH MARQUETRY, WITH BACKGROUND OF WALNUT 
CIRCA 1670. 
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MIRROR WITH FRAME DECORATED WITH FLORAL MARQUETRY. 
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FOLIAGE IS STAINED GREEN. 


Fic. 41.—CABINET DOOR DECORATED WITH FLORAL MARQUETRY OF COLOURED WOODS, THE JASMINE FLOWERS 
ARE OF IVORY, AND MANY OF THE LEAVES ARE ALSO IVORY, BUT STAINED GREEN. CIRCA 1675. 


71 


-DETAIL OF DOOR OF SMALL LONG-CASE CLOCK, FIG. 48. 
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Fic. 43.—DETAIL OF DOOR OF CLOCK CASE, SHOWING FLORAL MARQUETRY OF THE 


CIRCA 1690. 


FINEST QUALITY. 
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Fic. 44.—DETAIL OF CLOCK CASE DECORATED WITH ARABESQUE MARQUETRY,. THE BACKGROUND OF 
THE DESIGN IS OF HOLLYWOOD. NOTE HOW THE HOLLYWOOD VENEER IS PIECED TOGETHER BY A 
WAVED LINE BETWEEN THE PATTERN AND THE CROSS-GRAINED MOULDING. CIRCA 1695. 
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sawing the smaller branches of the tree transversely at an oblique angle. The veneer 
obtained in this manner produced an oval figure similar to the shell of an oyster. The 
flowers used in the design were the tulip, the rose, the carnation, and the jessamine. Birds 
were also introduced. Unlike the acanthus scroll marquetry, the background was in- 
variably of a dark wood, usually walnut, which was sometimes stained black. In some 
examples the leaves of the foliage were stained green, in order to give a more realistic 
appearance. 

In a Treatise of Japanning and Varnishing, by John Stalker, published in 1688, 
there is given a recipe of how “ To Dye or Stain Woods of any colour, for Inlaid or Flower’d 
work, done by the Cabinet-makers.” In his description of the process of staining, John 
Stalker mentions “ reds, blews, greens, or what colour best please you.” He also shows 
how the woods can be stained different shades of the same colour, a process which, he 
says, ““. . . . contributes much to the beauty and neatness of the work, and agrees with 
the nature of your parti-coloured flowers.” From this it would appear that this floral 
marquetry had other artificial colours introduced into its design besides green, although 
no genuine example has been recorded with blue flowers. Examples with a dark red 
wood have survived, however, which, in some cases, may have been pear wood stained 
red, as Stalker describes in his recipe. The non-survival of the blue stain may be due, 
either to it having faded, or else to the uncommonness of such treatment. This old recipe 
is interesting in so far as it shows that the original idea of this floral marquetry was to 
make it appear as realistic as possible. 

The second school of floral marquetry resembles much more closely the contemporary 
Flemish marquetry ; in fact, in some cases they are so much alike that it would be im- 
possible to tell one from the other, were it not for the contributory evidence of the con- 
struction, the woods of the carcase and the locks to the drawers. 

In comparing the examples extant of both schools, it will be found that the marquetry 
of the second has a more brilliant and contrasting effect, which is due to the background 
invariably being of a dark tone, sometimes of ebony. Ivory constantly occurs in the 
design, either in the form of leaves when it is dyed green, or for the petals of the jessamine 
flowers when it is left in its natural state. The difference between the two varieties, the 
sober and subdued tone of the one and the brilliant pictorial effect of the other, can be 
gathered from examples illustrated (figs. 41 and 42). In the English-Flemish marquetry, 
birds and butterflies more frequently appear in the design, while the inside of cabinet 
doors and the sides of cabinets are often inlaid with parrots in oval medallions. 

Judging from extant pieces, this marquetry was always designed in panels, the sur- 
rounds of which were of oyster-shell veneer, usually of olive or laburnum wood, and not 
from the straight-grained walnut, which is more typical of the first school. 

It is extremely difficult to find a reason for the existence of these two schools of floral 
marquetry, flourishing side by side. The second school also had its early pieces, which like 
the first school show a lack of spontaneity in design and a coarseness in the workmanship 
(fig. 45). One other curious unexplained fact is that, although pieces such as chests- 
with-drawers, tables, cabinets, and mirror frames will be found decorated with both 
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types of floral marquetry, only a few examples of the longcase clock have survived of the 
English-Flemish variety. This is specially remarkable as the longcase clock was by far 
the most favourite piece for marquetry decoration, and a very large number are extant 
decorated with the English floral variety. 

About 1690, floral marquetry of the English school was no longer confined to panels. 
It was now designed to cover the whole surface of a clock door or drawer front. Amorint 
and acanthus leaf arabesques in the French style were introduced into this work, which 
was the last and final phase of floral marquetry (fig. 43). 


Fic. 45.—FALL OF WRITING GABINET DECORATED WITH FLORAL MARQUETRY } THE LEAVES ARE OF IVORY STAINED 
GREEN. CIRCA 1665. 


Another type of marquetry design that came into vogue in the reign of William and 
Mary was that known as the arabesque (fig. 44). ‘This type with its strap work and acanthus 
eaf scrolls, sometimes with birds, figures and shells introduced into the pattern, was 
undoubtedly inspired by the contemporary designs of the famous French eébéniste, André 
Boulle. Arabesque marquetry was contrived both in panels and of the “all over”’ design. 
Sometimes the pattern was of walnut with a light background of holly; while other 
examples will display the reverse: a dark background and a light design. 
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Fic. 40.—FALL OF BUREAU DECORATED WITH SEAWEED MARQUETRY IN PANELS ; THE SURROUNDS TO THE PANELS ARE OF 


PARQUETRY OF KINGWOOD. CIRCA 1695. 


Another variety of marquetry, known as the seaweed or endive, was also in vogue 
in the reign of William and Mary (fig. 46). The appellation of ‘“‘endive” was given to 
it because it resembled the plant of this name. Seaweed marquetry in its pure form 
had no arabesque strapwork, figures or birds. Early examples of it are found about 1680, 
which exhibit a coarseness in the tendrils and none of the delicacy of the later work, which 
is so fine that it resembles lace. This marquetry was usually designed in panels and, 
like the arabesque, is found with a light pattern on a dark background, or wice versa. 
German and Dutch pieces are extant with marquetry very similar in character to the 
early examples of the English seaweed, again showing that the English craftsman copied 
the design in the first instance, but, having done so, at once improved and stamped it 
with his own special characteristics. 

One other, but rarer, variety of marquetry in vogue in the reigns of William and 
Mary and Queen Anne was that which has been termed Persian marquetry. In this 
type the design was composed of eastern motifs, such as the crescent, horseshoe-shaped 
medallions, and the two-handled vase amidst conventional foliage and flowers. The 
design of this marquetry was inspired by Turkish and Persian embroideries. Examples 
of it are seldom found on anything except clock cases. 

Judging from the very large number of clock cases decorated with marquetry that 
have survived, it would appear that marquetry was much more favoured by the case-maker 
of long-case clocks than by the cabinet-maker. The different varieties of marquetry 
continued to be used by the case-maker for a number of years after they had gone out 
of fashion with the cabinet-maker. Floral marquetry is found on clocks belonging to 
the reign of Queen Anne, and arabesque marquetry on clocks as late as 1720. ‘The only 
late use of marquetry in furniture is found in the decoration of splats and legs of chairs 
(figs. 47 and 28), and in exceptional examples of the bureau bookcase which occasionally 
have small panels of the arabesque type. Such decoration was fashionable in furniture 
up till the end of the reign of George I. 
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It has already been mentioned in connection with walnut veneered furniture of the 
Stuart period, that, as it showed a distinct evolution with regard to quality of workmanship, 
the majority of it must have been made by English craftsmen, and that exceptional pieces 
only can be placed to the credit of alien craftsmen. As, therefore, there is also a distinct 
evolution in the quality of marquetry work, the same conclusion should be justifiable 
with regard to it. An alien craftsman working in England, early in the reign of Charles IL., 
would not have been guilty of making marquetry of poor quality, since he would be an 
experienced and qualified craftsman, as marquetry, on the Continent, had long passed 
the initial stages of an undeveloped craft. 
This applies equally to France, Flanders, 
and Holland. It is, therefore, permis- 
sible to assume that the early pieces of 
the Charles II. period that show a some- 
what primitive rendering of the design 
and a coarseness in quality, similar to fig. 
45, were made by English craftsmen, and 
that work of superlative quality, similar 
to fig. 41, was made by alien craftsmen. 

In the seventeenth century, there 
were Huguenot and Dutch craftsmen 
working here as cabinet-makers, and 
these men held important positions in 
the trade, as, for example, Gerreit Jensen, 
the Dutchman, of whom there is a record 
that he supplied Charles II. with inlaid 
furniture. He also made furniture for 
the Royal palaces in the reign of William 
III. It is to such alien craftsmen that 
veneered walnut and marquetry furniture 
of superlative quality is due. In the 
FIG. 47.—DETAIL OF BACK OF WALNUT CHAIR ILLUSTRATED design of this furniture a foreign feeling 

IN FIG. 90. is noticeable. This especially applies to 


clock cases, of which some very fine marquetry specimens are extant (see detail of door, 
fig. 43), which have features such as panels on the sides, with arched tops formed by 
cross-banded edgings, and a four-sided dome to the hood (instead of three-sided as in the 
English clocks), which denote Continental and not English practice. Spiral twist turning 
on pieces made by alien craftsmen has the Continental single rope twist, and not the 
English “ barley sugar”? (Diagram 3). Legs to tables and cabinet stands, and the 
columns to the hoods of long-case clocks, are cases in point. Unless such pieces, however, 
also exhibit English characteristics as regards the carcase woods, drawer linings, dovetails, 
and locks, they must be considered of foreign provenance and not the work of the alien 
craftsman settled in England. 
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side of A.638. Since 1654 it has been the home of the Winn 
family. 

The present house was built in 1733 for Sir Rowland Winn 
by James Paine and additions were made in 1766 by Robert 
Adam. The staterooms, some of them designed by Adam, with 
murals by Zucchi and plasterwork by Joseph Rose, are amongst 
the finest examples of 18th century decoration. There are 
many important paintings and the most interesting private Profile: 
collection of Chippendale’s furniture, the latter specially 
designed for the house. The contents are on loan from the 
donor, Major the Rt. Hon. Lord St. Oswald, M.c., who continues 


to reside in the house. 


Open 
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days, Saturdays, Sundays and Bank Holiday 
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Hemnsh type. English barley-sugar 
= Se eee ELS SHOWING DIFFERENCE BETWEEN 
panel (fig. 43), it will be seen to be CONTINENTAL AND ENGLISH TWIST TURNING 
undoubtedly inferior, although they are more or less contemporary. The former is 
unquestionably by an English, and the latter by an alien craftsman. The other 
examples of marquetry (figs. 41 and 46) are also, judging from their high quality, from 
the hand of the foreign craftsman in England. 
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The woods used in marquetry were 
many and various. Evelyn, in his 
second edition of Sylva, published 1670, 
remarks :—‘“‘ I know not whether it 
may be any Service to speak here of 
Colour’d Woods, 1 mean such as are 
naturally so, because besides the Berbery 
for Yellow, and Holly for White, we 
have very few: Our Inlayers use Fustic, 
Locust, or Acacia; Brasile, Prince and 
Rose-wood for Yellow and Reds, with 
several others brought from both the 


bP) 


pees SOT Ay’ | Indies 
» The light coloured woods were box, 
holly, sycamore, acacia and plane tree. 
Of box Evelyn says :—“. .. . the 
Roots of this Tree do furnish the 
Inlayer and Cabinet-makers with pieces 
rarely undulated, and full of variety.” 
Referring to holly, he remarks that 
“The Timber of the Holly (besides that 
it is the Whitest of all hard woods, and 
therefore us’d by the Jn-layer, especially, 
under thin plates of Jvory to render it 
more conspicuous) is for all sturdy 
uses... .” Apple, pear, yew, bog oak 
and beech were also employed. Other 
natural coloured woods, not mentioned 
by Evelyn, were orange, citron, red 
sanders and sandal-wood. 
In the floral marquetry, the petals 
of flowers and the veins of leaves, when 
made out of one piece of veneer, were 
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portrayed by saw cuts which were 
accentuated by the glue which was 
forced through them in the process of 
laying the marquetry (fig. 42). Light 
coloured woods were shaded so as to 


Fic. 48.—A SMALL LONG-CASE OR “‘ GRANDMOTHER ” 
CLOCK, DECORATED WITH FLORAL MARQUETRY, WITH 
EIGHT-DAY MOVEMENT BY CHRISTOPHER GOULD. 

HEIGHT, 5 FEET 8 INCHES. CIRCA 16go, 
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give depth to the pattern by 
burning the surface of the 
veneer (figs. 41 and 42). 
How this was carried out, 
as described by Evelyn, has 
been quoted on page 57. 
One widely mistaken 
belief with regard to mar- 
quetry is that the Dutch 
were the chief exponents of 
the floral variety on the 
Continent, and that the 
English copied it. ‘This be- 
liefis mainly due to the large 
quantity of Dutch walnut 
furniture which is extant 
decorated with floral and 
bird inlay. This inlay is not 
marquetry in the sense that 
marquetry is inlaid work of 
which the pattern and the 
background are composed 
of veneers and cut together. 
It is also not contemporary 
with the piece it decorates, 
but has been added at a 
later date. The veneer on 
the piece which it is proposed to 
decorate is first cut out in the form 
of the inlay, which is then inserted 
and glued in position. ‘This craze 
for ornamenting pieces by “‘ chop- 
ping in” bird and floral mar- 
quetry came into vogue in Holland 
about 1820 and continued for at 
least fifty years, during which time 
a very large quantity of walnut 
veneered Dutch furniture of the 
seventeenth and eighteenth cen- 
turies, of pleasing design and good 
proportion, was ruined by this 
senseless act of nineteenth century 
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- 49.—DETAIL SHOWING DIAL OF CLOCK, FIG. 48. 


Fic. 50.— DETAIL OF DRAWER SHOWING SQUARE-SHAPED 


ENGLISH LOCK. 


82 ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 


Fic. 51.—DETAIL OF DRAWER SHOWING TALL 
RECTANGULAR -SHAPED LOCK PECULIAR TO 
FLEMISH AND FRENCH FURNITURE. 


vandalism. The majority of this 
bird and floral inlay is of the 
coarsest workmanship, but there 
are examples of it which display 
greater care in the letting-in of the 
pattern, and, in such _ pieces, 
mother-o’-pearl is often used. ‘The 
surface of many of these pieces, 
which have had the inlaid work 
executed eighty to one hundred 
years ago, will have acquired a 
patina so convincingly old that the 
inlay will have every appearance 


of being contemporary. 
Judging from examples of 


furniture extant, the Dutch would 
appear to have used marquetry as 
a form of decoration in a lesser degree than the Germans, Flemings, and French. ‘This 
especially applies to the floral marquetry which was a favourite variety with the French 
in the time of Louis XIII. and Louis XIV. It was also made in Flanders, which variety, 
as has already been stated, was copied by the English craftsmen. The French usually 
employed ebony for the background, while the Flemings more often used walnut, which 
they stained black. ‘This has now faded to a deep brown colour. The Flemings, like the 
English, had a greater partiality for the oyster-shell veneer than the French, who did not 
use it to the same extent. 

Pieces of French and Flemish floral marquetry nearly always have the tall lock to 
the drawers (fig. 51) ; whereas the Dutch furniture had the square lock similar to the 
English (fig. 50). 

The Dutch in the seventeenth century made a type of marquetry which was very 
similar to the arabesque variety of the English. Amorini and grotesque heads in profile 
were often introduced into the design, which usually was of a light wood inlaid in a 
dark background, the former being shaded by hot sand. Judging from extant examples, 
however, the Dutch were far fonder of decorating their furniture with parquetry, composed 
of very elaborate oyster-shell veneers, often combined with ivory or bone inlay of 
geometrical design with stars. 

PARQUETRY FURNITURE. 

The ornamentation of furniture with oyster-shell parquetry, apart from its use in 

conjunction with marquetry, was much in vogue in the Stuart period of walnut. By 


ECORATED WITH OYSTER-SHELL PARQUETRY OF OLIVE WOOD, AND ELABORATE CRESTING 


Fic. 52.—MIRROR WITH FRAME D 


FRENCH 


THIS MIRROR IS STRONGLY 
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OF FOLIAGE CARVED IN SOFT WOOD ENCLOSING A CIPHER. 


IN CHARACTER. 
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Fic. 53.—-TABLE WITH TOP VENEERED WITH LIGNUM VITA! AND INLAID WITH GEOMETRICAL DESIGN IN HOLLY. THE CROSS 
GRAINED MOULDING TO TOP AND THE OYSTERSHELL VENEER ON THE DRAWER FRONT ARE OF OLIVE 


WOOD, AND THE LEGS ARE OF ELM. CIRCA 1670. FOR DETAIL, SEE FIG. 54. 
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Fic. 54.—_DETAIL OF TOP OF TABLE, ILLUSTRATED FIG. 53. 


the early years of the eighteenth century, it had gone out of fashion even in clock cases. 
This parquetry was made of oyster-shell veneer, each piece of which was carefully arranged 
to form a pattern on a table top, cabinet door or drawer front. Every piece of veneer 
was cut so that all the pieces fitted into each other, and they were then glued on to the 
carcase. Furniture decorated with parquetry often had the surfaces divided into geo- 
metrically shaped panels, either by thin lines of inlaid holly wood (fig. 54), or by cross- 
banded edgings, about % an inch in width, of a light wood, usually box or holly. 
Parquetry work was carried out in oyster-shell veneer of walnut, laburnum, olive, lagnum 
vite, yew, cocus and kingwood. ‘The last-named wood usually had the parquetry 
designed in the form of circles and spandrels, each piece of veneer forming a segment 
of the circle. Oyster veneer of kingwood is often found decorating the surrounds to 
seaweed marquetry panels in fine quality pieces of the William and Mary period (fig. 46). 
In such pieces the mouldings would also be cross-banded with kingwood. 
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The pieces usually found decorated with 
this oyster-shell parquetry are the oblong 
table with spiral or baluster turned legs 
(fig. 53), the chest-with-drawers, the long- 
case clock (fig. 55), the cabinet on stand 
with folding doors, lace boxes and mirror 
frames (fig. 52). Long-case parquetry clocks 
often had their doors and bases inlaid with 
stars and spandrels of holly (fig. 55). 

In the Chandos sale catalogue “ A 
large lignum vite writing desk”? is mentioned. 
This may have been an example of a 
pedestal desk veneered with this type of 
oyster-shell parquetry. 

Parquetry work of olive wood was 
specially favoured in the Stuart period. 


John Stalker, in his Treatise of Japanning 


or Varnishing, published 1688, refers to 
“Olive wood, which for Tables, Stands, 
Cabinets, &c, has been highly in request 
AIMOUMSEU sian. 

Another type of parquetry work which, 
from examples extant, appears to have 
been in vogue in the reign of Queen Anne 
and up till as late as 1760, is a type of 
inlaid work composed of narrow strips 
of laburnum.* These strips are set at 
an acute angle to each other, thus forming 
a herring-bone pattern (fig. 57). The 
pieces most often found decorated with 
this type of parquetry are the early 
eighteenth century card table with the 
straight round leg ending in a club foot— 
similar to the walnut example illustrated 
(fig. 24), the pedestal dressing table, and 
small chests-with-drawers and _ pedestal 
writing tables ; rarer examples are chairs, 
tables and cabinets. 


* Other woods that were used in this herring-bone parquetry 
were yew and fruit woods, such as cherry. 


Fic. 55.—LONG-CASE CLOCK DECORATED WITH OLIVE 
WOOD PARQUETRY. MONTH MOVEMENT BY JOSEPH 
KNIBB, STRIKING ON TWO BELLS ACCORDING TO ROMAN 
NOTATION. CIRCA 1685. 
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WOODS USED FOR 
CARCASES AND DRAWER 
LININGS. 


For the carcases of pieces 
throughout the walnut 
period, deal was generally 
used. An exception to this 
rule is the use of oak ; and 
it would appear that, from 
the examination of a large 


number of surviving ex- 
amples, oak was chosen 
only for exceptional quality 
pieces, such pieces usually 
dating from the period of 
1720-50, with perhaps the 
exception of fine mar- 
quetry examples of the 
William and Mary period. 
The reason for its employ- 
ment was because the 
cabinet-makers considered 
it a superior wood to deal, 
and, when they made a 
fine quality piece, they used 


Fic. 56.—DETAIL OF SKELETON DIAL OF CLOCK, FIG. 55. 


it in preference. ‘This, however, was not a general rule, as many pieces of the finest 
quality have deal carcases. It would appear, therefore, that oak was employed by 
certain cabinet-makers for their best quality pieces, and that an oak carcase to a walnut 
piece is always indicative that it is of superior quality. It should be noted in this 
respect, however, that the Dutch, unlike the English, almost always used oak for the 
carcasing of their walnut furniture, for both poor and fine quality examples. The reason 
for this was that deal was not an indigenous wood, and oak was, therefore, cheaper. 

In the Stuart period, the English cabinet-maker appears seldom to have employed 
oak for the carcasing of his pieces. An interesting remark made by Evelyn about deal 
and oak in Sylva is: ‘“‘ I am sure we find it [Deal] an extraordinary saver of Oak where 
it may be had at reasonable price.” 

The deal that was used for the carcasing of walnut furniture was of the species known 
as the wild pine or the Scotch fir tree, generically called Pinus Sylvestris. This tree grew 
naturally in the Highlands of Scotland, and it also thrived in Denmark, Norway, and 
Sweden. Another quotation from Sylva referring to deal is: ‘I will not complain 
what an incredible mass of ready Money is yearly exported into the Northern Countreys 
for this sole Commodity, which might all be saved were we industrious at home.” ‘The 
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timber of this Scotch fir tree was called deal, and it was sometimes of a reddish colour 
and sometimes yellow, but usually white. It was used not only for furniture, but also 
as a material for housebuilding and for the panelling of rooms, which last, in the seventeenth 
and early eighteenth century, was a very favourite treatment in all houses, except those 
of the lower classes. 

A number of panelled rooms dating from the early eighteenth century are extant, 
made of this deal of the red colour variety. It is a good quality timber and free from 
knots. This last feature is specially noticeable when panelling of red deal is compared 
with that made from the white variety, which is full of knots and is a far inferior timber. 
For the carcasing of furniture, the yellow variety of deal appears mostly to have been 
used, as it is seldom found of red deal ; the colour of the carcases of pieces extant being 
a light tone, generally matured by age to an old ivory tint. This yellow deal was a 
superior timber to the white, free from knots and excellent as a ground for veneer. It 
is more than probable that, when they required the best timber, the cabinet-makers used 
the imported Continental variety, which was superior in quality to that which came 
from Scotland. Evelyn, in Sylva, writes about the fir tree: “‘ Though Whitenesse be not 
the best character; that which knowing Workemen call the Dram, and that comes to 
us from Bergen, Swinfound, Mosse, Longlound, Dranton, &c, long, strait, clear, and of a 
yellow more Cedrie colour, is esteemed much before the White for flooring and wainscot; . .” 

Another variety of pine, Picea Excelsa, which 1s known as spruce, appears also to 
have been used at this period, but it is doubtful whether it was ever employed for furniture. 
Dr. Hunter, in his edition of Evelyn’s Sylva, says : “‘ This tree is common in the moun- 
tainous parts of Scotland, and in Norway, and affords the yellow deals.” It is an inferior 
wood to the Scotch fir, and was used as a material for building. 

Pepys, in his Diary, under date of 28th of September, 1666, makes mention of “ deals ”’ 
as regards building: ‘‘ At night comes Sir W. Pen, and he and I a turn in the garden, 
and he broke to me a proposition of his and my joining in a design of fetching timber 
and deals from Scotland, by the help of Mr. Pett upon the place ; which, while London 
is building, will yield good money. I approve it.” The re-building of London had 
been necessitated by the fire, which broke out on the 2nd August of that year. 

Another variety of the pine tree, whose timber is superior in quality to that of the 
Scotch fir, is known as the Weymouth pine (Pinus Strobus). This tree was not indigenous 
to Europe during the first half of the eighteenth century ; in consequence, it was but 
seldom used for the carcases of walnut furniture. After about 1760, the cabinet-makers 
employed it for the carcases of mahogany and satinwood furniture of fine quality, because 
they found that it was a better wood than deal, its characteristics being that it was easier 
to work, and straight-grained, and had but little tendency to warp and shrink. This 
variety was called pine, and was not known as deal. Dr. Hunter makes the following 
reference to it in his edition of Sylva in 1776 :—‘‘ This grows naturally in most parts 
of North America . . . . The wood of this sort is esteemed for making masts for ships ; 
it is in England titled Lord Weymouth’s, or New-England Pine . . . . there was a law 
made in the ninth year of Queen Ann for the preservation of the trees, and to encourage 


Fic. 57-—DRESSING TABLE WITH ITS ORIGINAL TOILET MIRROR DECORATED WITH PARQUETRY OF LABURNUM. 
CIRCA 1745. THIS TABLE AND MIRROR ARE ESPECIALLY INTERESTING, AS IT IS SELDOM THAT AN EXAMPLE OF A 
DRESSING TABLE HAS SURVIVED WITH ITS ORIGINAL MIRROR THE HANDLES ARE NOT ORIGINAL. 
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their growth in America ; and it is within these forty years that these trees began to be 
propagated in England in any plenty, though there were some large trees of this sort 
growing in two or three places long before, particularly at Lord Weymouth’s, and Sir 
Wyndham Knatchbull’s in Kent ; and it has been chiefly from the seeds of the latter 
that the much greater number of these trees now in England have been raised.” 

The distinguishing difference between yellow deal and pine, as regards the carcasing 
of furniture, is that when the unpolished surface of the latter matures by age it has a reddish 
cast. These two varieties, out of the many species of the pine tree, would appear to be 
the only two that were used in England for furniture making. Dr. Hunter writes : ‘‘ This 
sort [Weymouth Pine] and the Scotch Pine are the best worth cultivating of all the kinds 
for the sake of their wood ; the others may be planted for variety in parks, &c.” 

For drawer linings, the cabinet-makers usually employed oak, as oak, being a hard 
wood, would be better able to withstand wear caused by friction, such as a drawer is sub- 
jected to in use. 

Drawers belonging to the walnut furniture of the Stuart period usually have the 
drawer front of deal, and not of oak like the drawer linings. The reason for this was 
because the seventeenth century cabinet-makers found deal a better wood as a ground 
for veneer than oak, and, as the drawer front was veneered on the outside, they, in con- 
sequence, made it of deal. A remark of Evelyn, in Sylva, bears out this fact. Whilst 
discussing deal he writes : “‘ nor does there any Wood so well agree with the glew, as it.” 
The making of drawer fronts of deal in seventeenth century walnut furniture was by no 
means an invariable rule, as many examples will be found with the fronts of oak, but 
from pieces extant it would appear that the common practice was to use deal. 

Sometimes a drawer with a deal front will be found to have the top edge covered 
with a strip of oak about 4 of an inch in thickness, so that the front has the appear- 
ance of being of oak. In eighteenth century walnut furniture, the drawer fronts were 
more often of oak, except in the case of lower grade pieces, when both the fronts and 
linings were made of deal. An exception to this is when the drawer bottom and front 
are of deal and the sides of oak. Drawer linings in walnut pieces will also be found of elm, 
ash, chestnut and beech, but such examples are generally the product of the country 
cabinet-maker. 

Drawer linings made of Virginia walnut will be found on small walnut pieces of high 
quality, in which the drawers do not measure more than 2 feet 6 inches in width ; such 
pieces were the narrow bureau bookcase and the bureau on stand, also small chests-with- 
drawers. The small drawers in bureaux and toilet mirrors, and the boxes, trays and 
partitions of a fitted dressing-table drawer, were also usually made from this walnut. 
A few rare examples of the narrow bureau are extant with mahogany drawer linings ;_ this, 
however, was a very unusual feature. 

The oak employed for the drawer linings of walnut pieces was generally of the highest 
quality. More often than not, it showed the medullary rays of the wood, denoting that 
it had been quarter cut. In many pieces the boards are wide, denoting that the timber 
was obtained from large trees. Evelyn, when writing about English oak in Sylva, says that 
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it was ‘“‘ of much es- 
teem in former times, 
till the finer grain’d 
Norway Timber came 
amongst us, which 1s 
likewise of a whiter 
colour.”” This, writ- 
ten in 1670, coupled 
with the fact that 
when oak is found in 
the construction of a 
walnut piece it is 
usually of the highest 
quality, gives weight 
to the presumption 
that the cabinet- 
makers used imported 
oak for their higher 
grade furniture. <A 
feature about walnut 
furniture which dis- 
plays a_ typical 
characteristic of the 
English craftsman, to 
“make a good job” 
of a piece, is that the 
interiors of cupboards 
and bookcases, when 
of good quality, will 
always be lined with 


Fic. 58.—WALNUT DRESSING TABLE ON CABRIOLE LEGS OF UNUSUAL DESIGN. a hard wood such as 
CIRCA 1700. oak or walnut, and 

not a soft one like deal. 
In a bureau bookcase, the carcase of the lower part will be of deal, as it is not seen 
except on the occasion of the removal of a drawer ; but the upper part will have the 
carcase forming the sides of oak, or walnut, as they are exposed to view upon opening 
the door. The central cupboard of kneehole dressing tables (figs. 59 and 60) will be lined 
with oak or walnut, and this is true of any cupboard in a walnut piece of good quality. 
The cabinet-makers realised that deal was a common wood as regards appearance, and 
they never allowed it to show, therefore, in a good quality piece. Pieces where this rule has 
been disregarded will, in the majority of cases, be found to be of poor quality, a fact which 
will be borne out by other signs of inferiority, both as regards workmanship and material. 
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Fic. 60.—WALNUT PEDESTAL DRESSING TABLE. CIRCA 1745. THIS EXAMPLE IS LARGER THAN IS USUAL WITH 


THIS TYPE OF TABLE, AND ALSO HAS THE INTERESTING FEATURE OF A PULL-OUT SLIDE UNDER THE TOP, SUPPORTED BY 
LOPERS. THE WALNUT TOILET MIRROR WITH ITS GILT GESSO FRAME IS CONTEMPORARY WITH THE TABLE. 
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The extravagant use of timber is a sign of quality in a chair. The more pronounced 
the curve of an arm or the rake of a back, the bigger the piece of timber will have to 
be from which it is cut, and the greater the waste, especially if the wood is used for one 
chair only. This is true of the chairs of both the Stuart and Georgian periods, in which 
the side rail to the back of a chair and the back leg are out of one piece. Many of the 
Stuart cane backed chairs of high quality would require a plank of walnut at least 10 inches 
in width from which to cut the back rail and leg, owing to the angle at which the rail 
joins the leg. In lower quality chairs, the back would be much more upright in order 
to economise in timber. ‘The extravagant use of walnut in the Stuart period is especially 
interesting in view of the scarcity of the wood in England. Italian and French chairs 
of this period show an abundant use of timber, the arms being much more curved and the 
backs more raked ; and this is only to be expected, considering the plenitude of walnut 
in those countries. 


CONSTRUCTION AND WORKMANSHIP. 

The various methods of the construction of furniture in the walnut period and the 
quality of workmanship, are the next points to be considered. 

One outstanding feature with regard to walnut furniture is that the furniture makers 
saved material at great trouble to themselves in the matter of construction and workman- 
ship. By this is meant that they would employ a more elaborate construction, necessitating 
considerably more labour in the making of a piece, in order to economise in material ; 
the reason being that material was expensive and labour was cheap, exactly the reverse 
of what is the case to-day. ‘This procedure also applied to mahogany furniture ; in 
fact, it was a ruling consideration throughout the eighteenth century, and in the seventeenth 
and first half of the eighteenth centuries was accentuated by reason of the still higher 


cost of timber. 
DRAWERS. 


Some of the most interesting changes in the methods of construction occur in connection 
with the dovetailing of drawers. Drawers in the majority of pieces up to the middle 
of the seventeenth century generally had the sides nailed to the drawer fronts and were 
hung on runners, as already explained. Drawers in fine quality buffets, dating from 
the Elizabethan period, and also the drawers of chests which had panelled fronts, sometimes 
inlaid with engraved bone decoration, usually had the drawer sides dovetailed with either 
one or two large dovetails to the drawer front (Diagram 2a).* The sides of the drawer 
were nailed to the back with large-headed hand-made nails. In the reign of Charles II., 
pieces of veneered walnut furniture had the drawer sides dovetailed both to the drawer 
front and the back. The dovetails fixing the sides to the front were wide, with coarse 
pin pieces (Diagram 2b). This method was known as “ through” dovetailing, as the 
end grain of both the drawer front and sides were exposed, that of the drawer side being 
covered up by the veneer on the drawer front. This was unsatisfactory, as the end grain 
of the dovetail made a bad ground for the veneer especially if it was thin, when the dovetail 
joint would become visible. To obviate this defect the cabinet-makers adopted the 
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“lapped” or “stopped ”’ dovetailing, in which the dovetail did not go through the drawer 
front, a lap being left upon the pin piece (Diagram 2c). It is difficult to give an approximate 
date to the introduction of this “‘ lapped ” dovetailing. Coarse examples of it have survived 
with wide dovetails and large pin pieces. Such examples point to a date between 1670-80, 
which would suggest that this type of dovetailing was nearly as early as the “ through ” 
type, the latter, however, being much more extensively used up to 1690. The “ lapped ” 
variety of dovetailing continued throughout the eighteenth century, the pin pieces becoming 
narrower and finer and the dovetails smaller and more in number as the century advanced 
(Diagram 2d). Fine quality pieces of walnut furniture of the last half of the Georgian 
period have the dovetailing to the drawers of the finest quality ; in fact, mahogany pieces 
of the late eighteenth century do not exhibit finer work. 

Knowledge of dovetailing is of considerable value as it provides a great deal of 
information as to the date of a piece, and also, in many cases, is a reliable indication of 
its provenance. 

Another point of interest as regards the construction of drawers, is the methods of 
fixing the drawer bottom to the sides. In the Jacobean oak furniture made before the 
accession of Charles II., the drawer bottoms were nailed on to the edge of the drawer 
sides, and the drawer hung on runners fixed to the carcase (Diagram 2a). A number 
of pieces of walnut furniture were made with the drawers hung in this manner, but examples 
are seldom found. It was a cumbersome method of construction, and one which the 
cabinet-makers must have quickly changed when they saw the advantage of a new method, 
which came in with the advent of veneered furniture. In this new type the runners were 
discarded, as the drawer rested on its bottom, the boards being flush with the lower edge 
of the drawer sides. A rabbet was cut into the drawer sides for the reception of the bottom 
(Diagram 24). The boards were fixed in position by pins ; although a rarer method 
of fixing was by small wooden pegs inserted through the drawer sides. This, however, is 
seldom met with. The flush-bottom drawer, as this type is called, suffered from the 
disadvantage that, when it was opened and closed, the entire surface of the drawer bottom 
rubbed against the dust-board. 

Towards the end of the seventeenth century, an improved method was introduced 
by which the drawer ran on runners fixed on its underside. In this type a deep rabbet 
was cut in the drawer side, so that it projected about ¢ of an inch below the drawer bottom. 
Butting against this projection, and equal in thickness to it, a narrow strip of wood was 
then glued on to the drawer bottom to act as a runner (Diagram 2c). A simpler and 
cheaper method was to do without the rabbet, nail the drawer bottom direct on to the 
underneath of the drawer sides, and glue on to it two narrow runners in the form of strips 
of wood flush with the drawer sides (Diagram 2). Although this simpler method was 
very often employed, it is seldom found on pieces of high quality. This form of con- 
struction was also used without the runner being fixed on the bottom, there being a number 
of examples of this type extant (Diagram 2a). The addition of the runners may have 
been a later improvement that came in at the same time as the runners to the drawer 
with the rabbetted bottom. 
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Although the flush-bottom drawer went out of vogue at the end of the seventeenth 
century, it did so only in as far as the construction of large drawers was concerned. The 
drawers of small pieces of high quality, especially those with walnut linings, will often 
be found with this flush-bottom construction. This construction was nearly always used 
in the small drawers situated at the back of a bureau and in the drawers of toilet mirrors, 
both of walnut and mahogany. 

In walnut furniture, it should be noted, the grain of the wood of a drawer bottom 
ran from back to front of the drawer : that is, parallel with the drawer sides (Diagrams 
2a, b,c). Late pieces of walnut, however, will have the drawer bottoms running from 
side to side. ‘There was considerable overlapping between the two methods, but it is 
seldom that a walnut piece earlier than 1740 is found with the drawer bottoms fixed in 
the latter manner. One exception to this may be found in narrow pieces with walnut 
or mahogany drawer linings, which usually have the grain of the drawer bottoms running 
from side to side. 

Soon after the method of making drawers with the boards running from side to side 
had been adopted, cabinet-makers found that, in the case of long drawers, the bottom 
sagged. They therefore made the bottom in two parts with a muntin in the middle 
(Diagram 2d). This, however, is seldom found in walnut furniture, as it was a practice 
that was not followed until after the middle of the eighteenth century. 

Among features peculiar to drawers, the following may be noted. ‘The sides of those 
in Carolean walnut pieces, which are from 4 to $ of an inch in thickness, had a square edge 
to the top (Diagram 2a). About 1680-90, the cabinet-makers started to round off this 
top edge (Diagrams 26, c). At first it was done in a rather coarse manner, but about 
1720 the drawer sides on good quality pieces became thinner, being sometimes under 
+ of an inch in thickness, with the top edge rounded in a more finished manner. Perfection 
in this respect was arrived at about 1725-40 in fine quality pieces, and especially examples 
with walnut drawer linings. ‘The sides of the walnut-lined drawers were thin, particularly 
the small drawers of bureaux and those of toilet mirrors, which were sometimes only % of 
an inch in thickness. The rounded top edge of such drawers was carefully finished ; 
the dovetails had narrow pin pieces, and the drawer bottoms were rabbetted, all displaying 
the highest quality craftsmanship. In fact, the quality of such small drawers in the 
Georgian school of walnut was exceptional, and in no way inferior to the cabinet-work 
of the mahogany-lined drawers of the satinwood furniture dating from about 1770 and 
later. 

DUST-BOARDS. 

Dust-boards, that is the horizontal divisions between the drawers, also show variation 
in their construction. The name “ dust-board ” is misleading. They were seldom fixed 
above the top drawer of a dressing-chest, which was fitted with toilet boxes and a mirror, 
the reason being, presumably, that this type of drawer was invariably fixed so that it 
could not be taken out. There was, therefore, no necessity to fit a board between 
it and the underneath drawer, as the contents of the latter could not be got at through 
the opening of the one above it. This seems to imply that these boards were 
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fitted solely for the purpose of protecting the contents of the drawers from being stolen 
or tampered with, and not to protect them from dust. 

In walnut furniture of the Stuart school, these boards were composed of wide pieces 
of deal about 4+ an inch in thickness and shot jointed, and were housed in the sides of 
the carcase. The front edge was usually veneered with the half-round cross-grained 
moulding, typical of the early period of Stuart walnut furniture, and the back edge, in 
the majority of examples, was 2 to 3 inches away from the back board of the piece, in 
some cases being short by as much as 8 to 10 inches. The reason for this was that the 
cabinet-maker was economising in material. Such a type of dust-board is known as 
the ‘full bottom” (Diagram 4a, b). 

About 1680-90, the construction of these dust-boards was altered. A front rail, 
usually about 14 to 3 inches in width, was fitted. The dust-board, made of a thinner 
plank of wood, was then fixed to this rail, the two ends being housed in the carcase sides 
as before (Diagram 4c, d). In this method of construction the top of the rail and the 
dust-board were flush ; but, as the rail was thicker than the board, it projected below 
it on the underneath side. ‘This would cause the drawer, when open, to dip downwards, 
and, in order to avoid this, two narrow strips of wood were often fixed under the dust-board 
abutting on to the sides of the carcase, so that it became the same thickness as the front 
rail above the sides of the drawer, thus preventing the drawer from dipping when opened. 
The construction of this kind of dust-board entailed considerably more labour, and the 
only advantages were the economy that could be effected through using a thinner piece 
of timber, and the reduction of weight. A dust-board of this type usually went through 
to the back, which the cabinet-maker could afford to do with the thinner wood. Some- 
times the front rail may be found to be of oak, and, in superior quality pieces, the dust-boards 
themselves will be of oak, in which case the carcase can be expected to be of the same 
wood. 

Dutch furniture will not be found fitted with this last type of dust-board. The 
divisional rail will be present, but not the board. Fine quality Dutch examples, especially 
those dating from the eighteenth century, will sometimes be found with the full-bottom 
board, similar to the Stuart walnut examples. Such boards, however, will be of oak 
and not of deal, and also seldom extend to the back. The fact that a piece is not fitted 
with a dust-board is not invariably a sign of foreign provenance, as country-made walnut 
pieces will be found more often than not with the division rail only. The cabinet-maker 
was here following out the traditions of the Jacobean school. 


MOULDINGS AND BANDINGS. 


One of the outstanding features of walnut furniture is the cross-grained mouldings. 
By this is meant that the grain of the wood runs across the width of the moulding and 
not along its length. Such mouldings were made before they were applied to the piece. 
They were formed by gluing thin pieces of walnut, with the grain running crossways, 
on to a deal core. The surface of the walnut was then given the desired section by being 
planed with a moulding plane, the iron of which was shaped inversely to the section required. 
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Diagram 4.—DETAILS SHOWING MOULDINGS SURROUNDING DRAWER FRONTS AND CONSTRUCTION OF DUST-BOARDS. 
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Diagram 5:—DETAILS SHOWING SECTIONS AND METHODS OF CONSTRUCTION OF CORNICES OF WALNUT AND MAHOGANY 
FURNITURE. 


Cornices which had large members, such as the cavetto or the bulbous moulding, in their 
section had these portions veneered with cross-grained walnut (Diagram 5aandb). Cornices 
with a corona, that is, a square projection, will also be found to have the surfaces veneered 
(Diagram 5¢ and fig. 63). A sign of high quality in a corona cornice is when the soffit 
is recessed, thus forming a drip mould (Diagram 5c). Such a detail as this would increase 
the cost, as it entails considerably more work. The examination of mouldings will reveal 
much information concerning the quality ofa piece. ‘To see the true section of a moulding, 
the profile where it returns on a corner should be examined and not the straight run of 
the moulding, where the actual section can never be accurately gauged. 

In Carolean furniture, the mouldings are coarse and of rather a shallow section. 
The cabinet-makers, being unskilled in working cross-grained mouldings, did not attempt 
elaborate sections with intricate members, like those belonging to the Georgian walnut 
period, when the craftsman had achieved a far higher competence. In this latter period 
the mouldings were of a more accentuated section, denoting that he had become more 
skilled in the use of the moulding plane. 

An unusual and rare feature denoting fine workmanship, only to be found on super- 
lative quality pieces of the Georgian walnut school, is when the cock beads to a drawer 


SS . % 
: ie 

1% 

i iB 
; ig 
i i ee 
4 Lit 
1 BE 
ik rie 
18 ae: 
1} ie 


pe ett 8 A SEMA DIORA IRE AER MELO PEN GME AER 


61.—WALNUT CABINET WITH MOULDINGS AND SCROLL PEDIMENT TOP OF MAHOGANY. CIRCA 1735. 


THE INTERIOR OF THIS CABINET IS FITTED WITH A SECRETAIRE, PIGEON HOLES AND DRAWERS. 
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Fic. 62.—WALNUT BOOKCASE WITH MIRROR DOORS. 
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Fic. 63.—DETAIL OF CORNICE SHOWING APPLIED FRET FRIEZE OF WALNUT BOOKCASE, FIG. 62. 


are made of cross-grained walnut. Such a refinement as this necessitated a great deal 
of extra labour and skill, the usual method being to form the cock beads from straight 
run walnut. Sometimes the cock bead which is fixed around the drawer opening (Diagram 
4d) will be found of cross-grained wood. The overlapping drawer edge will also be 
found of cross-grained walnut as well as of straight run walnut. A cross-grained moulding 
of this design is by no means so rare a feature as the cross-grained cock bead. In a fine 
quality bureau, the partitions forming the pigeon holes and those between the small drawers 
will have the edges of cross-grained walnut ; in the more ordinary examples the edges 
will be rounded only. 

Sometimes a piece of poor quality will have the ovolo moulding worked on the edge 
of a solid drawer front, in which case it will not overlap. An analogous example to this 
is the ‘‘ scratch ” bead, which is scratched on the surface of the front. This simpler and 
cheaper method of forming a cock bead is often found employed in mahogany furniture 
dating from 1730-50, in which the drawers have solid fronts. A number of veneered walnut 
examples are extant with the beads scratched on the surface of the veneer. 

Another sign of quality as regards mouldings is when the walnut, of which they are 
composed, has a finely marked figure. Mouldings of olive and kingwood furniture are 
specially noteworthy in this respect. On poor quality and cheap pieces the mouldings 
on the sides will sometimes be found of deal, only the mouldings on the front being of 
cross-grained walnut. On such pieces, the veneer on the sides will also be omitted, the 
deal carcase being stained to imitate walnut. Such examples are generally chests-with- 
drawers, bureaux and tallboys dating from the Georgian period. 

Throughout the walnut period, the cabinet-makers treated a surface such as a drawer 
front, the top of a chest-with-drawers, the fall of a bureau, secretaire, and a table top, 
as a panel framed by a border. In the Stuart school of walnut, the borders were of various 
types. In the Carolean period, they generally took the form of a band of veneer in which 
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the grain ran across the width: this is known as a cross-banded edging (fig. 54). 
Sometimes there were one or two narrow lines of inlaid holly dividing this edging from 
the central panel of veneer. Oyster-shell parquetry pieces were often framed by a 
4 inch band of inlaid holly or box (fig. 41). Another favourite type of border edging, 
known as the herring-bone or feather inlay, was made of two strips of cross-banded 
veneer cut with the grain on the slant. The strips were laid side by side so that the grain 
formed an acute angle. ‘This herring-bone band was sometimes used as an inner border 
to the cross-banded edging (fig. 66), but, on smaller surfaces such as drawer fronts, was 
sometimes used alone. In Carolean examples, it was wider than in those of a later date. 
In the Georgian school of walnut, it was extensively used on all types of furniture, 
sometimes with the cross-banded edging and sometimes without. An alternative but 
rarer type of inlaid band used in the Georgian walnut period was a checker design formed 
of minute squares and rectangles of light and dark coloured inlay (figs. 61 and 85). 

The sides of pieces of furniture were seldom, even in good quality pieces, decorated 
with more than a cross-banded edging, and this generally on the front and back edges 
only. Sometimes a very fine quality piece had the sides bordered with a band of 
herring-bone inlay contained in a cross-banded edging. ‘This, however, was extremely 
unusual; see detail drawing of walnut bureau bookcase (Diagram 6). In lower quality 
pieces, the sides were without any bandings whatsoever. 


CARVING. 


The remaining factor to be considered with regard to quality of workmanship is 
carving. With carving, the shaping and moulding of a plain member, such as an arm 
or the leg of a chair, must also be included, because, although plain and undecorated, 
it owes its feeling and outline to the tool of the carver (fig. 74). This question of shape 
and form is of great importance to the student of walnut furniture, especially so far as 
chairs are concerned, as the intrinsic merit of such pieces is by no means dependent upon 
carving, which, as already explained in the previous chapter, is only of value from an 
ornamental and superficial point of view. 

Throughout the walnut period, carving, either in the form of shaping and moulding 
plain pieces or as decoration, plays but little part except in chairs, stools, settees and the legs 
of tables and stands. It was seldom that the cabinet-maker required the assistance of 
the carver in making veneered furniture ; but, with the chair-maker, it was entirely 
different, as every part of his design was dependant upon the shape given to it by the 
spoke-shave or chisel. Carving is far more dependant upon the individual skill of the crafts- 
man than the veneered work of the cabinet-maker, and, unless the former has been guided 
by tradition and the practice of years, and has worked in the same slowly and imper- 
ceptibly changing style, his work will lack the spirit and character of his own time. The 
carver’s work is instinct with a feeling which it is difficult to show accurately on a full 
size working drawing. Much must always be left to the workman’s instinctive sense 
as to what is right. Unless endowed with this feeling, no work will possess that essential 
subtlety, and thereby distinction, which comes from saturation in the spirit, and therefore 
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Rie: 64.—WALNUT BUREAU BOOKCASE WITH BURR VENEER ON THE FRONT, AND STRAIGHT-GRAINED VENEER 


ON THE SIDES. CIRCA 1740. THE DRAWER LININGS ARE OF VIRGINIA WALNUT, AND THE CARVED 
ENRICHMENT OF LIME WOOD GILT. FOR DETAILS SEE FIGS. 65, 66 AND 67, AND MEASURED DRAWINGS 
Diagrams 6 AND 7. THIS PIECE IS OF OUTSTANDING QUALITY IN ALL RESPECTS. 
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Fic. 65.—DETAIL OF CORNICE. AND PEDIMENT, SHOWING CARVED ORNAMENT IN GILT LIME WOOD, OF WALNUT BUREAU 
BOOKCASE, FIG. 64. 

full understanding of the style of the period to which the design belongs. There is no 
universal style to-day, and therefore no such distinction (one might paradoxically say 
no originality), while the craftsman no longer possesses the instinctive sense without which 
he is but a machine. The old craftsmen, on the contrary, contributed to any given design 
an intuitive interpretation of the style of the period in which they lived. Such craftsmen 
were able to take liberties with a design and yet remain correct. ‘They would make 
one arm of a chair slightly different in its dimensions from the other. ‘They would also 
give one arm a more accentuated curve ; and yet, despite these discrepancies, or perhaps 
because of them, their chairs will be full of grace and harmony, since these inaccuracies 
are as characteristic of hand-made work as accuracy and precision are inseparable from 
machine work. ‘Their instinct would never permit them to commit a fault that would 
be noticeable or appear wrong. Compare this with the modern workman reproducing 
an antique chair. The presence of the original by his side and the closest measurements 
will prevent him from going astray. But, if he should take the slightest licence, or if 
he has only working drawings to go upon, then a small percentage of error will creep 
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Diagram 6.—MEASURED DRAWING OF WALNUT BUREAU BOOKCASE, FIG. 64. 
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into the design, which will not be consonant with the spirit of eighteenth century work, 
because he will lack the instinctive sense of the man who made the original chair. 

There is considerable variation in carving from the coarsest to the finest. There is, 
however, but little in common between the carving of the Stuart and the Georgian periods. 
In the former, the carved ornament on the chairs of 1660 was coarse and in low relief. 
From this date up to the reign of William and Mary a gradual evolution of refinement 
took place until, in the latter period, it was very highly finished indeed, in high relief, 
and of an open-work character. Contemporary Continental chairs of high grade display 
the highest quality carving throughout this period, but it was not until 1690 that the 
English craftsman succeeded in acquiring a skill similar to that of his foreign 
confrere. 

In the Georgian school, the carved decoration was of a different character. There 
was no open-work in the design ; it was restrained, and a fine and discriminating taste 
was displayed in its use. It is in this period that there was considerable variation in the 
degree of quality, which varied between the superlative, the mediocre and the coarse. 
Walnut was not as good a medium for carving as mahogany, and the finest quality carving 
in the former wood does not reach the same level of perfection as that in mahogany. Walnut 
is a softer wood than mahogany, and, in consequence the carving lacks virility and the 
sculpturesque effect which are the outstanding features of carved ornament in mahogany. 

The character of the Stuart school 
of ornament was far more suitable for 
walnut than that of the Georgian period. 
An exception to this is the very low relief 
carving found on chairs of the latter 
period. This type of carved ornament 
was far more frequently used in con- 
junction with walnut furniture than 
with mahogany. The ornament is 
executed in very low relief from a thin 
layer of wood, which was afterwards 
glued on to the top of the veneer, 
when it had the appearance of 
having been carved out of the solid 
(fig. 73). 

The acanthus leaf foliage decora- 
ting the knees of cabriole legs, when 
executed _in a hard wood, such as 
mahogany, permitted the carver to 
give an elaboration of florid detail, the 
leaves intertwining with each other in 
Fic. 66.—bDETAIL OF FOOT OF WALNUT BUREAU BOOKCASE, well-defined and graceful scrolls. ‘To 
FIG. 64. carry out such a design in walnut is 
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Fic. 68.—WALNUT BUREAU DRESSING TABLE, 2 FEET 3h INCHES IN WIDTH. CIRCA 1735. THIS IS A VERY UNUSUAL 


EXAMPLE, OWING TO THE LEGS BEING DECORATED WITH THE LION MASK MOTIF. 
ORIGINALLY, THIS BUREAU WAS SURMOUNTED 


THE FRONT IS VENEERED WITH 


BURR WALNUT, AND THE DRAWERS ARE LINED WITH VIRGINIA WALNUT. 
WITH A TOILET GLASS, FOR DETAIL, SEE FIG. 70. 
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against the nature of 
the wood. ‘The motifs of 
ornament introduced 
from 1730 onwards were, 
undoubtedly, primarily 
intended for execution 
in mahogany, but, as 
walnut furniture was 
being made at the same 
time as mahogany, the 
same motifs were used 
for both. For examples 
of similar carved motifs 
ieee walt ane. in 


mahogany, compare figs. 


Bre 73-—DETAIL OF BACK OF WALNUT CHAIR SHOWING SHALLOW CARVED 6 ee Q } i f 
Oye 715) WILKE 70.) 725 0 


ORNAMENT GLUED ON TO THE SURFACE OF THE WALNUT VENEER. x A 
legs decorated with lion 


masks. Apart from the variation in design there is a distinctly different feeling 
in the execution, the walnut examples being less definite than the mahogany. 
Owing to this lack of sharpness of outline in the walnut masks, the character 
and feeling of the design have correspondingly suflered. This is not a question 
of quality, since the legs illustrated display the craftsmanship of the carver in 
walnut of the Georgian period at its highest pitch of perfection. 


POLISHING. 

The grain and figure 
of walnut wood in its raw 
and unpolished state are 
usually of a dark grey 
colour, unaccentuated and 
dead in appearance. In 
order to bring out and 
emphasise it, the cabinet- 
makers polished the surface ; 
a process which made the 
dark figure stand out in 
sharp contrast against the 
lighter coloured grain. ‘The 
effect of this emphasising 
and enti enine  OlMune 
appearance of the wood 


: ‘ Fic. 74.—DETAIL OF ARM OF CHAIR ILLUSTRATED, FIG. 96. 
by polish can be likened to THIS TYPE OF SGROLL-OVER ARM WAS IN FASHION FROM ABOUT 1710-35, 
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the dry grey surface of a slate, which, on being wiped with a wet sponge, immediately 
alters to a blue-black tone. 

Fortunately, it is possible to give a full description of the methods employed by the 
cabinet-makers in the polishing of walnut furniture in the late seventeenth century, as 
the actual recipes for polishing have been recorded both in Evelyn’s Sylva, and in Stalker’s 
Treatise of Japanning and Varnishing, 1688. 

Before describing these methods of polishing, it might perhaps be well to consider 
the colour of the walnut wood that the old cabinet-makers thought the most desirable. 
Undoubtedly, in their opinion, the best piece was the one in which the figure of the walnut 
was dark and stood out in strong contrast against the lighter wood. The following quotation 
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FIG. 75.—WALNUT ARMCHAIR WITH ORIGINAL PETIT-POINT NEEDLEWORK COVERING. 
CIRCA 1730. 
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Fic. 76.—WALNUT ARMCHAIR WITH UNUSUAL APRON PIECE TO FRONT SEAT 
RAIL DECORATED WITH SHELL MOTIF; COVERING OF PETIT-POINT NEEDLEWORK. 
CIRCA 1740 


from Sylva bears out this statement. ‘‘'To render this [walnut] the better coloured,” 
Evelyn writes, “ Joyners put the boards into an Oven after the batch is forth, or lay them 
in a warm Stable, and when they work it, polish it over with its own Oyl very hot, which 
makes it look black and sleek, and the older it is the more esteemable ; but then it should 
not be put in work till thoroughly seasoned, because it will shrink beyond expectation.” 
The interest in this statement lies in the suggestion that the walnut should be placed in 
a warm stable, where the ammonia present in the atmosphere from the urine would have 
the effect of darkening the wood and bringing out the figure. Evelyn’s and Stalker’s 
descriptions of the methods of polishing are similar as regards application, but differ slightly 
in the matter of the ingredients of the varnish. As Stalker’s description is more detailed 
and written with a delightful ingenuousness, it is here quoted at length. The method 
described applies both to olive wood and walnut :— 
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‘““TO VARNISH OLIVE-WOOD.” 

““What remains then, but that from Precept we proceed to Practice, that from mean and 
ordinary endeavours we successively rise to the excellence and perfection of this Art. ‘To begin 
with Olive-wood, which for Tables, Stands, Cabinets, Gc, has been highly in request amongst 
us ; that which is cleanly workt off, void of flaws, cracks, and asperities, is a fit subject for our 
skill to be exercised in. Having rushed it all over diligently, set it by a weak fire, or some place 
where it may receive heat ; and in this warm condition, wash it over ten or twelve times with 
Seed-Lacc-varnish, that remained after you had poured off the top for a better use, with a pencil 
proportioned to the bigness of your Table or Stand, or the like ; let it thoroughly dry between 
every wash ; and if any roughness come in sight, rush ’em off as fast as you meet with them. 
After all this, welcom it with your Rush until tis smooth, and when very dry, anoint it six several 
times with the top or finest part of the aforesaid Seed-Lacc-varnish. After three days standing 
call for Tripolee scraped with a knife ; and with a cloth, dipt first in water, then in powdered 
Tripolee, polish and rub it till it acquire a smoothness and gloss : but be circumspect and shie 
of rubbing too much, which will fret and wear off the varnish, that cannot easily be repair’d : 
If when you have labour’d for some time, you use the rag often wetted, without Tripolee, you will 
obtain the better gloss. Then wipe of your Tripolee with a spunge full of water, the water with 
a dry rag; grease it with Lamblack and Oyl all over ; wipe off that with a cloth, and clear it 
up with “another, .... If after all this pains your work look dull, and your varnish misty, 
which polishing before tis dry, and damp weather will effect ; give it a slight polish, clear it up, 
and that will restore its pristine beauty: If you have been too niggardly of your varnish, and 
there is not enough to bear and endure a polish, use again your finest Seed-Lacc, and afford 
it four or five washes more ; after two days quietness polish and clear it up. Should any one 
desire to keep the true natural, and genuine colour of the wood, I council him to employ the 
white-varnish formerly mentioned, as every where answerable to his purpose ; for this being of 
a reddish tawny colour, and so often washed with it, must necessarily heighten and increase the 
natural one of the Olive.” 


From the above description it will be seen that the method of polishing walnut furniture 
consisted of two processes ; first the varnishing of the wood, and, secondly the subsequent 
polishing of the varnished surface. It was undoubtedly a long and laborious work, as 
not only had 16 to 18 coats of varnish to be applied, but the surface had to be rubbed 
down after each coat. This was all preparatory to the polishing, which alone must have 
taken a long time and required considerable skill. The effect of the polishing was to 
give the surface of the varnish a high gloss. 

The very hard surface with the high finish that resulted from this method of polishing 
was undoubtedly considered by the cabinet-makers of the walnut period to be the most 
desirable and pleasing, but it required considerable skill and much labour, and was only 
applied to pieces of the best quality. Many walnut examples of fine quality, especially 
those decorated with marquetry and parquetry, have survived with a polish of this 
description. 

There were several varieties of varnish ; Stalker gives the recipes for making three : 
“seed-lacc,” ‘shell-lacc”? and white varnish. These varnishes were spirit varnishes 
composed of spirits of wine mixed with ‘“‘gum-lacc.”’ Stalker remarks that the spirits 
must be strong, as otherwise they will not dissolve the gums. Afterwards, the sooner 
the spirit evaporates, the quicker the varnish will dry, and the surface be ready for 
polishing. Stalker writes of the ‘ Shell-Lacc-varnish ” that :— 


“. . . . tis commonly used by those that imploy themselves in varnishing ordinary woods, as 
Olive, Walnut, and the like; .. [it] is a fit varnish for ordinary work that requires not a 
polish ; for though it may be polished, and look well for the present, yet like a handsom Ladies’ 
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beautiful face, it has no security 
against the injuries of time ; for 
but a few days will reduce it 
to its native mist and dullness. 
Your common Varnish-dawbers 
frequently use it, for ’tis doubly 
advantageous to them: having a 
greater body than theSeed-Lacc, 
lesslabour and varnish goes to the 
perfecting their work; which they 
carelessly slubber over, and if it 
looks tolerably bright till’tis sold, 
they matter not how dull it looks 
afterward; and lucre only being 
designed, if they can compass 
that, farewel credit and admira- 
HOnG wpe DULtOreoncludesin 
witha pintof this varnish you mix 
two ounces or more of Venice- 
turpentine, 1t will harden well, 
and be a varnish good enough 
for the inside of Drawers, frames 
of ‘Tables, Stan-pillars,* frames 
of Chairs, Stools, or the like.” 


From this description it 
would appear that the varnish 
made of “‘shell-lacc”’ was not 
always subsequently polished. 
There are a large number of 
walnut pieces extant which 
have an eggshell gloss to the 
wood and not the high polish 
of those already mentioned. 
Such dull surfaced pieces were 


Fic. 7 7].-—CHEST-WITH-DRAWERS WITH FOLDING TOP ON STAND, MADE IN 
undoubtedly treated with — THe sor FROM VIRGINIA WALNUT. CIRCA 1720. 


varnish and were not polished afterwards, as Stalker mentions. It is probable, however, that 
except in the case of inferior quality pieces, which as Stalker suggests, should be varnished 
with a “shell-lacc”’ varnish mixed with Venice-turpentine, the surface of the varnish did 
receive a polish of some description. Whatever this polish was originally, the domestic polish- 
ing with beeswax which the surface has received over a period of two hundred years or more 
has enhanced it considerably. In poor quality walnut pieces, such as tallboys, chests and 
bureaux, the sides are often dull, with no gloss on their surface ; while the front of the piece 
has an eggshell polish. From such examples it would appear that the cabinet-maker 
left the sides with a varnish finish and only polished the varnish on the front of the piece. 

The superior quality piece with a high polish, with the varnish polished by tripoli, 
can always be recognised from the piece with an eggshell gloss which, at the time, was 


* It is interesting to surmise what piece of furniture is meant by Stan-pillars. It is not unlikely that a stand similar to the example 
illustrated in fig. 122 is what is referred to. 
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considered inferior. The former has retained a hard, smooth, artificial polish over the 
wood, while the latter has to-day a surface which is soft and woodlike to the touch, some- 
times with a high gloss, owing to its susceptibility to improvement through domestic 
polishing. 

The third variety of varnish, the white varnish, has, according to Stalker, many 
more ingredients in its composition, as it is composed of gum-sandrick, gum-mastick, 
Venice-turpentine, gum-capal, gum-alemi, gum-benzoin, gum-animi, and Rosine. This 
varnish was of greater transparency than the “ seed-lacc,”’ as, in the recipe already quoted, 
Stalker suggests that it should be employed if the natural colour of the olive wood is 
desired. 

The old cabinet-maker exercised the greatest possible care over his polishing. When 
making a good quality piece he often carried out the preliminary process of varnishing 
before he applied the mouldings, as, by so doing, he was able to treat his surface more 
evenly than if the mouldings had been in position, owing to the difficulty of applying 
the varnish to the angles formed by the 
edge of the moulding and the surface. 
The seventeenth and eighteenth century 
cabinet-maker did his own polishing, as it 
was not a separate trade as it is to-day. 

A question concerning the polishing 
of walnut furniture is to what degree the 
cabinet-makers stained the wood. In 
the majority of pieces, especially those 
with a dull polished surface, it is ex- 
tremely difficult to detect any sign of a 
stain. Undoubtedly, a stain was em- 
ployed, but all traces of it have since 
faded. With a highly polished piece it 
would appear that the polish had_pro- 
tected the stain, and, in consequence, 
such pieces are often of a deeper, some- 
times a reddish tone. Stalker mentions 
three types of stains: Gambogium, of 
the brightest yellow ; Benjamin, of a 
bright reddish colour; and Dragon’s 
Blood, of a brightish red. 

Sometimes walnut pieces will be 
found in which the grain has been arti- 
ficially represented by lines pencilled in 
with a dark stain. This method was 
employed by cabinet-makers to enrich 


Fic. 78.—MAHOGANY CABINET ON STAND WITH FOLDING 
ENVELOPE TOP. CIRCA 1730. the appearance of plain veneer, and it 
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is often so skilfully executed that the deception is hard to detect without a close 
examination. 

A peculiarity of a number of walnut pieces is that the colour of the wood is of a grey 
tone, caused by the varnish having perished. In a piece of this description, the figure 
and grain of the wood are sometimes hardly perceptible, as the varnish, through the perishing, 
has become opaque. A curious fact about pieces of this description is that the perished 
varnish is sometimes contained within a definite area. For example, in the card table 
illustrated in fig. 25, the entire top is of a light grey tone, while the edge of the top, the 
frieze and the legs are of a brown tone of walnut. It would therefore appear, in the case 
of this card table, that, as the perished varnish is confined to the top only, the top must 
have had an additional treatment to the other portions to account for that part alone 
having been affected in this way. For instance, the top might have been damaged, and 
consequently re-varnished at a later date ; the subsequent perishing being due to a reaction 
set up between the two varnishes, most probably accentuated by the table having been 
placed in a window where the top caught the sun’s rays. ‘That the original varnish was 
perished by the sun seems highly improbable, as, in the case of this table, the edges to the 
top, having been treated with the same varnish, would surely have been affected in a 
similar manner, if to a lesser degree. 

The action of the sun on walnut undoubtedly causes it to fade and become lighter. 
The fading action does not penetrate below the outer skin of the wood. That the wood 
itself fades can be proved by the removal of an original handle, when it will be seen that 
the tone of the wood behind the back plate is much darker than the surrounding wood. 
The variation in tone between the faded and the unfaded parts is not entirely effaced 
when the original varnish of the piece is stripped, although it is much less pronounced. 
Varnish, unless it has perished, cannot make the wood lighter, although it can give it 
a more golden or a yellower tone, just as an oil varnish will affect a picture. That the 
change of tone is due to the mellowing of the varnish can be amply proved, since, where 
the surface has been much handled and rubbed and has caused the varnish to wear away 
exposing the actual surface of the wood, those parts will lack this golden colour and 
will be of a dark brown shade. The same is especially noticeable with regard to perished 
varnish, as, where it has been worn, the wood exposed will be of a distinctly darker tone. 

Pieces with the eggshell surface are usually of a lighter tone than those with the highly 
polished surface. It would appear that the better the polish (7.e., the more coats of varnish 
applied), the darker the colour of the piece to-day. This is borne out by the variation 
in tone between the exterior of a cabinet, or a bureau bookcase, and the interior. Pieces 
which have a dull polish show but little variation between the colour of the wood on the 
exterior and that on the interior. On the exterior, the polish, being more exposed to 
the air, will have mellowed to a greater degree. In consequence, the walnut will be of 
a more golden brown or a warmer tone in comparison with that of the interior, which 
will be darker and usually greyer. In the cabinet with the more highly polished surface, 
the exterior will generally be of a much darker tone than the interior. ‘This is unquestion- 
ably due to the thicker layer of varnish which, in the process of mellowing through 
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exposure, has darkened the surface and also protected the wood from being bleached 
to the same extent by light. 

The varnish on a highly polished piece does not perish and turn to a light tone in 
the same manner, but becomes quite opaque through the action of the sun, with patches 
of light brown. It is seldom that the entire surface of a highly polished piece has perished, 
although it is a common enough occurrence in the case of a piece with a dull polish. 

The variation of the perishing and mellowing of the varnish and the resultant effects 
on both the high and the dull polished examples have been described at some length, 
not because these variations are in themselves of any great importance, but because 
knowledge of them will be of considerable assistance in telling the genuine patina of an 
original piece from the faked surface of the spurious one. This question, however, 1s 
dealt with more fully in Chapter IV. 

Polishing walnut furniture by wax alone was another method employed, but not 
to the same extent as the varnished processes already described. ‘The surface of the 
piece that has been originally wax polished will have a very dry appearance, with a dull 
gloss which will appear to be on the actual surface of the wood itself. There will be no 
sign of a film on the surface, such as is generally present on the varnished examples. Pieces 
that have been wax polished are usually of a light tone, as the wax does not mellow or 
darken in the same way as varnish. Sometimes the interior or the upper part of a bureau 
fitted with small drawers, etc., will be found wax polished, while the exterior surface 
of the piece is varnished. When wax polish is applied to interior work of this description, 
it is sometimes possible, by scratching with a finger nail, to remove a film of wax. Evelyn 
mentions a type of wax for polishing pear tree and ebony, but he does not specifically 
mention this polish in regard to walnut. 

A fact of considerable importance in polishing was the filling up of the grain of the 
wood. In the methods already described, the bodying of the wood with many coats 
of varnish had this effect, but with wax polishing it was done by a composition of hard 
wax which was rubbed into the grain and cleaned off the surface with a palette knife. 
In Evelyn’s recipe he mentions a composition of beeswax and size. This composition 
had to be stained the colour of the wood, as otherwise it would show up in contrast. Stalker 
does not make any mention of wax polishing. 

Yet another method of polishing walnut furniture was to treat the surface of the wood 
with an oil varnish. This type of varnish was not employed by the cabinet-makers on 
a good quality walnut piece ; it was a relic of the Jacobean tradition, and, when a walnut 
example is found treated with it, it points to the piece as having been made by the country 
cabinet-maker. Oil varnish can be easily recognised, as it has a dull surface and will 
craze on being scratched with the finger nail. A number of walnut pieces are extant 
which have been renovated at a later date by a coat of oil varnish. Therefore, not all 
pieces treated in this manner denote that they were originally of country make, especially 
as the restoration of a piece by means of a coat of oil varnish was by no means an uncommon 
practice. 

Walnut furniture was not polished with linseed oil in the same way as were oak and 


Fic. 79.—DRESSING TABLE VENEERED WITH WALNUT, WITH TURNED LEGS AND CROSS STRETCHERS OF ELM. CIRCA 1'700. 
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mahogany furniture, as the oil would have sunk into the wood and darkened it to such 
an extent that the figure and grain would have been lost. 

From the foregoing descriptions of the methods of polishing, it will be seen that 
walnut furniture can be variously classified, according to the way the surface was 
originally polished. There are the best quality pieces with a high polish ; pieces 
with an inferior original polish, now described as eggshell gloss; pieces with 
dull dry surfaces which were polished with wax; and pieces with their surfaces oil 
varnished. 

The modern collector, who is obsessed with the idea of patina, usually considers 
the highly polished piece as being French polished, and that the example with the eggshell 
or dull surface is the only one that has its original polish. It is certainly true that the 
highly polished example does not patinate in the same way as the piece with the duller 
surface, since this hard polish is unaffected by the beeswax applied in domestic polishing, 
and, in consequence, the mouldings will often lack the light and shade effect, so charac- 
teristic a feature of the dull surfaced piece, as described on page 20. One other current 
objection to the highly polished piece is that it is usually of a dark colour, and not 
the light tone so much liked by the present-day collector. 

In order that the old walnut piece with its original high polish can be distinguished 
from the French polished example, the salient differences between the old and modern 
methods of polishing are here compared. 

The sole thing in common between the old polish and the modern French polish is 
that shellac forms the principal ingredient in both. In the old method, the “ shell-lacc ”’ 
was made in the form of spirit varnish, which was applied on to the wood, and the surface 
then polished with tripoli. In modern French polishing, the shellac is dissolved in methy- 
lated spirits, the preparation being of a more volatile nature owing to less shellac being 
used in proportion to the amount of spirit. ‘Thus, the shellac is more in the nature of a 
polish than a varnish. In French polishing, a considerable saving both in time and 
material is secured by first of all filling in the grain of the wood with a composition, usually 
made of Russian tallow and plaster of Paris. The polish is applied by means of a pad 
or rubber made of old flannel wrapped round with linen or cotton rags. In the old method, 
the varnish was applied with a brush. When enough polish has been applied to the 
surface to give it a sufficient body, it is then allowed to dry. During the application of 
the polish, the rubber is slightly oiled with linseed oil, which facilitates its action over 
the surface. The next process is the spiriting off of the dry surface. The spirits used 
are generally spirits of wine, and are applied on a rubber in exactly the same way as the 
polish. This last process gives a high polish to the surface. 

The principal defect of French polish is that it gives a cloudy effect to the wood, 
owing to the polish being dyed with stain. It has not the clarity and transparency of 
the old polished varnish, as found on the period walnut piece. The modern shellac is 
not of the same purity as the old, and its lack of transparency also helps to obscure 
the figure and grain of the wood. The colouring matter, used to disguise the filling of 


the grain, bleaches out in the course of time and the wood shows white “ in the grain,” 


130 ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 


as it is termed. Collectors should become familiar with this defect so as to be able 
to recognise a piece which has been treated with French polish. The treatment of the 
mouldings, or of any carved work with polish, will disclose the defective application of 
the polish ; defects which will not be found on old pieces with their original polish. French 
polish has a glassy shine, its surface being easily disfigured, while it is permanently ruined 
by heat. None of these drawbacks belongs to the old methods of polishing. The varnish 
is clear and transparent, and, even after the application of eighteen coats, the figure and 
marking of the wood is never obscured or clouded, and, when it has a high polish, there 
is no trace of the aggressive shine so typical of French polish. Above all, it is permanent ; 
for, after two hundred and fifty years, pieces of Charles II. furniture still retain their 


b) 


original polished surfaces, unharmed and undimmed. 


CONTINENTAL WALNUT FURNITURE. 


In this chapter, mention has been made several times of the differences between 
Continental and English furniture. Both from an academic and an economic point of 
view, it is desirable for the student and the collector to be able to recognise the English 
from the foreign piece. This is of special importance at the present time, as, owing to 
the scarcity and the great value of English walnut furniture, there 1s a very large importation 
of contemporary foreign walnut into England, in order to meet the demand created by 
English and American collectors. It is necessary for the collector to recognise a foreign 
piece, because its market value, in the majority of cases, is less than half that of the 
English example. ‘This is not because it is intrinsically worth less, but because the majority 
of collectors are only interested in English examples, and, in consequence, the lower demand 
for the foreign piece naturally depreciates its market value ; that is when it is purchased 
by those who are aware of its provenance. At the present time, there is a considerable 
ignorance of foreign walnut furniture, the consequence being that, in some cases, pieces 
change hands at prices as high as they would if they were English. It is hoped, therefore, 
that the following brief remarks, which just touch upon the salient differences between 
the two, will be sufficient to encourage the student and collector to make a study of 
Continental furniture. To the student, Continental furniture is academically as interesting 
as English. Although it is not generally of such a high standard of design, once its merits 
and shortcomings are understood and appreciated, considerable pleasure can be derived 
from detecting and separating it from the English, while the collector may take some 
pride in possessing good examples with a full knowledge of their worth and origin. To 
this it may be added that two or three Continental pieces can be purchased for the price 
of one English example. 

Veneered walnut and marquetry furniture was made contemporaneously with 
English furniture in Holland, Germany and Flanders, France and Italy. The main 
distinguishing difference between the furniture of these countries and that of England 
is the variation in design. So strong, in fact, is this variation in the majority of cases, 
that even a superficial knowledge will be enough to enable the difference between the 
English example and the foreign to be detected. Such a knowledge, however, is insufficient 


Fic. 81.—WALNUT CHEST-WITH-DRAWERS. CIRCA 1755. THIS IS A VERY UNUSUAL EXAMPLE OF A LATE PIECE 
OF WALNUT WITH SERPENTINE FRONT, AND CANTED CORNERS DECORATED WITH APPLIED FRET. 
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in determining the exact provenance of a foreign piece, as Continental furniture has 
considerable similarity, especially that which comes from two adjoining countries. It is 
difficult to say which is Flemish and which is German. It is far easier to distinguish 
an Italian example from a Dutch one. Although 80 per cent. of foreign walnut and 
marquetry furniture differs very widely in design from the English, there is a small quantity, 
especially Flemish, Dutch and German, which has so close a resemblance to it that it 
requires considerable knowledge and experience of design, construction and the varying 
use of different carcase woods, before a definite and accurate opinion can be formed. 
One grave misconception in regard to foreign furniture is that it was always badly and 
coarsely made, with a possible reservation in favour of the French. ‘This is certainly 
not the case so far as walnut furniture is concerned, as good quality pieces of veneered 
walnut and marquetry furniture are as finely made as the English. The lower grade 
furniture is perhaps coarser than the corresponding English grade, and this is especially 
true of the drawer linings and the constructional work of the carcases. Mouldings run 
in the solid wood, instead of being cross-grained, are typical of the lower grade Continental 
piece. The English craftsman, however, even in his inferior pieces, still adhered to mould- 
ings of cross-grained walnut. ‘The eighteenth century saw the deterioration of carving in 
the Continental schools of cabinet-making ; whereas, in England, it was at the highest 
pitch of perfection ; just as in the two preceding centuries, English carving, so far as 
the decoration of furniture was concerned, was far behind the Continental. 

In making distinctions between Continental and English walnut furniture, it is 
impossible to lay down any infallible rules, as, in the majority of cases, a rule is distinguished 
by the number of its exceptions. The following, however, are some of the chief charac- 
teristics to be found in the furniture of Holland, Flanders and Germany. 

HOLLAND.—The carcasing and drawer linings of walnut furniture are of oak 
throughout, of fine quality and generally quarter cut. 

No soft wood such as deal appears in the drawer linings or carcases. 

Dust-boards are hardly ever found, although the full bottom division is sometimes 
fitted in fine quality pieces (see page 100). 

Mouldings will often be found of straight run walnut, instead of cross-grained. 

Drawers of pieces of more ordinary quality have the drawer sides nailed to the front 
without dovetails. Where this is so, the drawers generally run on runners grooved in 
the drawer sides. 

Dovetailing is of the “ through” and “stopped” variety, but it seldom exhibits 
the fineness of the dovetailing to be found in the eighteenth century English walnut 
pieces. It usually has large pins and wide dovetails, similar to the dovetailing belonging to 
the Stuart school of walnut furniture. 

The drawer bottoms will be more often found nailed to the drawer sides and not 
rabbetted like the English. This, however, is very far from being invariable. 

The Dutch were very fond of using burr walnut of fine quality ; burr maple and 
Rhenish ash were also much more often employed than they were by the English 


cabinet-maker. 
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The mouldings are heavier and lack the refinement of the English work. The plinth 
moulding is often a large hollow instead of an ogee, which was a very favourite section 
with the English cabinet-maker 

The locks on Dutch pieces are generally square in shape, similar to the English locks : 
while the tall, oblong lock is not unknown on a Dutch example. 

Many Dutch pieces are polished with the shellac varnish giving a highly polished 
surface, similar to the polish, already described, that was used for the good quality English 
pieces. 

The use that the Dutch made of marquetry and parquetry as a decoration for furniture 
has already been described on page 81 (seq.). 

Dutch chairs with the spiral twist rails and stretchers usually have the rope twist, 
and not the barley sugar twist (Diagram 3). This also applies to Flemish and especially 
German chairs. 

Chairs with cane seats and backs seldom have a stretcher connecting the back legs, 
which in English examples is generally situated half way up the leg. 

The carving to backs and front stretchers in these Dutch cane-seated chairs is often 
superior in quality to the English, and not only exhibits higher relief, but more open 
work, 

Chests-with-drawers, bureaux and the bases of longcase clocks are often of bombé 
shape. ‘This was a rare treatment in English furniture design. 

China cabinets with splayed ends were favourite pieces of Dutch furniture. An 
English cabinet of this design is unknown. 

The Dutch piece that bears the greatest similarity to the English piece is the bureau 
bookcase with mirror doors. 

FLANDERS.—The fact that Flanders lies between Holland and France accounts 
for the fact that some pieces follow the Dutch tradition and some the French. 

Flemish veneered walnut and marquetry furniture of the French type is by no means 
common to-day. Although there is no contemporary record of it, it would appear that 
in the last half of the seventeenth century there was a definite school of marquetry work 
in Southern Flanders, where the floral marquetry (already described on page 75), which 
the English imitated so closely, was made. 

This marquetry has varying degrees of quality. The best has oak carcasing through- 
out ; while for lower grade quality, soft wood carcasing is employed. ‘The drawer linings 
in this latter quality are of soft wood and not of oak, as they are in pieces of the first quality, 
and the dovetails in such drawers display the poorest craftsmanship. ‘The drawers of 
these marquetry pieces are found with the long lock, which the Flemings had copied 
from the French. Undoubtedly, this Flemish school of marquetry was responsible for 
other types; but it is very difficult at the present day to prove conclusively that such 
pieces are Flemish. 

GERMANY.—It has been said that the walnut furniture of Holland had definite 
characteristics which have been tabulated as precisely as possible. But it is impossible 
to do the same as regards German furniture. A number of examples of German veneered 


ENGLISH FURNITURE FROM CHARLES II TO GEORGE II ins 


©9 
on 


walnut furniture of the seventeenth and eighteenth centuries has survived, some of which 
have Dutch characteristics, some Flemish, and some French. There must have been 
many schools, all working at the same time. Pieces like bureau bookcases closely resemble 
their English counterparts as regards design ; but sometimes they have the long lock, 
sometimes the square lock ; sometimes they are made with the carcasing of oak throughout, 
without dust-boards, in the Dutch style, and sometimes of soft wood throughout, like 
the Flemish. In design, the Germans must have been strongly influenced by the French, 
as many pieces are extant with a strong French feeling. Marquetry must have been a 
very favourite decoration in Germany in the seventeenth century. Pieces of floral 
marquetry of the Flemish type have survived which are undoubtedly of German 
provenance. 

A number of German pieces are extant with the sides panelled with a herring-bone 
banding. It has been pointed out on page 108 that only pieces of English walnut of 
exceptional quality have the sides decorated in this manner. 


Fic. 82.—OVAL WALNUT STOOL. CIRGA 1730. 


Fic. 83.— SCONCE WITH WALNUT FRAME ENCLOSING PANEL OF 


PETIT-POINT NEEDLEWORK. CIRCA 1715. 
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Fie: 84.—WALNUT BUREAU DRESSING TABLE. CIRCA 1725. 


A VERY UNUSUAL FEATURE OF THIS PIECE 1S THAT THE DRAWER LININGS ARE OF MAHOGANY. 
THE INSIDE OF THE BUREAU IS IDENTICAL WITH THAT OF EXAMPLE ILLUSTRATED FIG. 85. 
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CIRCA 1725. THE DRAWER LININGS OF THIS PIECE ARE OF MAHOGANY, 


Fic. 85.—WALNUT WRITING BUREAU. 
SEE ILLUSTRATION, FIG. 84 AN UNUSUAL FEATURE 
THIS BUREAU WAS NEVER FITTED WITH A TOILET MIRROR SIMILAR TO THE EXAMPLE ILLUSTRATED FIG. 84. 


ARE THE TURNED WOOD KNOB HANDLES, WHICH ARE ORIGINAL. 
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Fic. 86.—WINGED ARMCHAIR WITH WALNUT LEGS AND ORIGINAL GROS-POINT NEEDLEWORK COVERING. Cc. 1720. 
THE BACK OF THIS CHAIR IS MADE TO RAISE AND LOWER BY MEANS OF A RATCHET, 
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Fic. 87.—WINGED ARMCHAIR WITH WALNUT LEGS AND PETIT-POINT NEEDLEWORK COVERING. CIRCA 1730. 
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Fic. 88.—wINGED ARMCHAIR WITH WALNUT AND GILT LEGS, AND PETIT AND GROS-POINT NEEDLEWORK COVERING. 
CIRCA 1740 
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ines Q9.— MAHOGANY WRITING CHAIR. CIRCA 1735. THIS CHAIR DESIGNED WITH THREE LEGS IN FRONT AND 
ONE AT THE BACK, AND WITH A CRESTING INCORPORATING THE TUDOR ROSE, IS OF OUTSTANDING INTEREST. 


IT ALSO RESEMBLES THE FIVE-LEGGED CHAIR ILLUSTRATED, FIG. 100. 
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THE BACK AND SEAT RAIL ARE OF 
CIRCA 1735. 


Fic. 100.—WRITING CHAIR OF ELM, OF UNUSUAL DESIGN, WITH FIVE LEGS. 


ELM VENEER. 
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FIG. 103.—BEECH STOOL, POLISHED BLACK, CIRCA 1695. 
FIG. 104.—WALNUT STOOL. CIRCA 1685. 
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Fic. 105.—PAIR OF CIRCULAR WALNUT STOOLS, CIRCA 1685. 
Fic. 106.—PAIR OF OVAL WALNUT STOOLS. CIRCA 1735. 
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Fic. 107.—WALNUT CLOSE STOOL. CIRCA 1725. THIS EXAMPLE IS OF AN UNUSUAL DESIGN, THE LID 
OF THE STOOL BEING FORMED OF TWO DUMMY VOLUMES OF BOOKS. 
Fic. 108.—WALNUT CLOSE STOOL. CIRCA 1715. THE TURNED LEGS OF THIS STOOL, WHICH ARE 


TYPICAL OF THE FURNITURE OF THE GEORGE I PERIOD, ARE SIMILAR TO THE LEGS OF THE WRITING CHAIR 
ILLUSTRATED FIG. QO. 
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Fic. 109.—OVAL WALNUT STOOL CIRCA 1725. 
FIG. I110.—WALNUT STOOL. CIRCA 1715. 
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Fic. 111.—WALNUT STOOL. CIRCA 1740. 
Fic. 112.—WALNUT STOOL. CIRCA 1735. 
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FIG. 113.—WALNUT STOOL. CIRCA 1740. 


Fic. 114.—WALNUT STOOL. CIRCA 1730. 
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CHARTERS Ds 
MAHOGANY FURNITURE, 


1720-60. 


HE introduction of mahogany, unlike walnut, did not coincide with a new 
style in furniture. Its use at first was gradual, as it failed to oust walnut 
in the same manner as walnut supplanted oak. A well-known story, which 
is undoubtedly based on actual fact, concerning its first use by a cabinet- 
maker in England, is quoted here at length from a work entitled A Book of English Trades, 


published in the year 1821 :— 


“The first use to which mahogany was applied in England, was to make a box for holding 
candles. Dr. [William] Gibbons, an eminent physician, at the latter end of the seventeenth 
century, had a brother, a West-India captain, who brought over some planks of this wood as 
ballast. As the Doctor was then building a house in King-Street, Covent Garden, his brother 
thought they might be of service to him ; but the carpenters finding the wood too hard for their 
tools, they were laid aside as useless. Soon after, Mrs. Gibbons wanting a candle-box, the Doctor 
called on his Cabinet-maker (Wollaston, of Long-Acre) to make him one of some wood that lay 
in the garden. The candle-box was made, and approved ; and the Doctor then insisted on 
having a bureau made of the same wood, which was accordingly done ; and the fine colour, 
polish, @c., were so pleasing, that his friends were invited to come and see it. Amongst whom 
was the Duchess of Buckingham [Mary Fairfax, wife of George Villiers, znd Duke of Buckingham]. 
Her Grace begged some of the wood of Dr. Gibbons, and Wollaston made her a bureau also ; 
on which the fame of the mahogany, and Mr. Wollaston, was raised, and things of this kind became 
general.” 


The outstanding difference between mahogany and walnut is that mahogany 1s a 
heavier, a more close-grained, and a harder wood. Because of the last-named quality 
it was easily given a high polish, and this, together with its reddish tint, resulted in a 
richness of effect which must have seemed extremely attractive when furniture was first 
made from it, contrasting as it did so strongly with the golden brown tone of walnut. Not 
only was mahogany a wood of superior quality in comparison with walnut, as it had little 
tendency to warp or twist, but planks of it could be obtained of much greater width 
than was possible with walnut. Another asset possessed by mahogany was its freedom 
from attack by the worm, which was always liable to mine walnut. It was also a much 
stronger wood, a quality which the chair makers quickly realised, as it permitted them 
to make the legs, rails and backs of their chairs more slender in form and with more 
accentuated curves than was possible with walnut. Yet another feature of mahogany 
was that, although it was a much harder wood than walnut, it was an excellent medium 
for carving, mention of which has already been made on page 114. Against these qualities 
in favour of mahogany must be reckoned the fact that it lacked the fine figure and the 
marking of walnut. This, however, applies only to the San Domingo or Spanish mahogany, 
which was the first variety to be used in cabinet-making. Mahogany of fine figure was 
employed by the cabinet-makers, about 1750-60, when the varieties known as Cuban 
and Honduras began to be imported. 

DESIGN. 

Mahogany affected the design of furniture because, as has already been pointed out, 

logs of it could be obtained of bigger bulk than was possible with walnut, and because, 
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being a plain wood with little marking, the furniture was accordingly made in the solid. 
This plainness also caused a greater use of carving as a means of ornamentation. 

The fact that the wood could be obtained in wider planks particularly affected the 
design of tables. In the walnut period, dining tables must undoubtedly have always 
presented a difficulty to the cabinet-makers, owing to the fact that both English and 
Virginia walnut could not be obtained of sufficient width to make the wide leaf of a table 
top out of one plank. 

Tables with tops of solid walnut are to-day extremely scarce*, especially examples 
which would be large enough to be used as dining tables. It may be argued that what 
has been said about the destruction of walnut bookcases, on page 27, will apply equally 
to walnut tables, the more so when it is noted in the catalogue of the Chandos sale that 
there is listed ‘‘ a walnut-tree dining table.” 
walnut bookcases came to be destroyed are not relevant to dining tables. It seems, 


But the reasons put forward to show how 


therefore, a permissible conclusion that, with the introduction of mahogany, the cabinet- 
makers at once realised that, as it could be obtained in wide planks, it solved the difficulty 
of making the dining table. They, therefore, swiftly adopted its use in the making of 
such tables, and this would account for the fact that the earliest pieces of mahogany 
furniture that are extant are tables}, and that more of them have survived dating prior 
to 1760 than any other mahogany piece. 

A type of mahogany dining table that has survived in considerable numbers has 
either round straight, or plain cabriole legs ending in club feet, with an oval top 
similar to the example illustrated, fig. 126. The earliest examples, judging from the 
design of their legs, appear to date from towards the end of Queen Anne’s reign, fig. 125. 
From this period right up to the last quarter of the eighteenth century, this type of oval 
flapped table must have been made in very large quantities, as many thousands have 
survived. ‘They were made in all sizes, from the smallest, sufficient only for two people, 
to the largest, capable of seating from ten to twelve. 

The tripod tea table, similar to examples illustrated, figs. 152 and 154, was another 
very popular type of table that owed its origin to the introduction of mahogany. ‘These 
tables had circular or square tops which, from the point of view of appearance, necessitated 
their being composed of one piece of wood, made possible by the use of mahogany. A 
tripod table is but seldom found in walnut. This again points to the fact that the cabinet- 
makers were unable to obtain walnut wood of sufficient width for the top. 

In spite of all the advantages possessed by mahogany, it was only used at first very 
sparsely by the cabinet-makers, as it was an expensive material until the duty on imported 
timber was removed in 1733. This resulted in a fall in the cost, followed by a greater 
use of the wood for furniture making. 

Mahogany furniture belonging to the first half of the eighteenth century can be 
divided into two kinds. The first variety is of the highest quality, and is typical of what 
would have come from the large mansions of the nobility and the rich. Judging from 


* A number of seventeenth century gate-legged tables are extant with the underframing of walnut and the top of oak or elm. 


+ A few gate-legged tables of mahogany have survived with turned legs, each leaf of the top formed of one plank. From their design 
these tables would appear to date from about 1690-1700, 


Fic. 125.— MAHOGANY FLAP TABLE WITH OVAL TOP, CIRCA 1715. 


Fic. 126.—MAHOGANY FLAP TABLE WITH OVAL TOP. CIRCA 1730. 


169 


oLlt 


“CELI vouro ‘dOL IVAO HLIM TIAVL dvTd ANVOOHVW—LZI “Oly 


‘IZ ‘ola aas “TIVLAG wod 


ENGLISH FURNITURE FROM CHARLES Il TO GEORGE II 171 


those pieces that are ex- 
tant, they are usually 
side-tables with marble 
tops, cabinets, library 
winged bookcases, large 
library writing tables, 
fine bureau bookcases, 
chairs, stools and settees, 
dining tables, tripod tea 
tables and card tables. 

This fine quality 
furniture was made in 
the solid mahogany and 
not veneered*, and was 
ornamented with 
carving. As has already 
been noted, ornament 
in the form of carving 
was the means of re- 
lieving the austerity of 
such pieces, as there was 
but little figure in the 
wood. 

The second variety 
of mahogany furniture 
belonging to this period 
was of a lower grade of 
quality. ‘This category 
includes dining tables 
and tripod tea tables, 


which, as already ex- Fic. 128.—sMALL MAHOGANY CARD TABLE, 22 INCHES IN WIDTH. CIRCA 1740. 


plained, were difficult to make in walnut owing to the limitations of that wood. 

Besides these two pieces, there are many others which will be found made of mahogany, 
but, unlike the dining and tea table, they are pieces which were also made in veneered 
walnut. It is not, therefore, the question of the width of the mahogany plank that caused 
the cabinet-makers to fashion these examples in mahogany, but because they could be 
made in the solid wood, which undoubtedly showed a saving in cost as compared with 
the veneered walnut example. Nearly every type of piece is found in this lower-grade 


* Exceptions to this were the seat rails of chairs and friezes of card and side-tables, which were often veneered. ‘The shaped and curved 
splats of mahogany chairs, similar to the example illustrated, fig. 135, were also veneered, as the continuity of the grain would have 
been lost if such shaped surfaces had been made of the solid wood. A small number of mahogany pieces are extant which date from 
about 1725-40, which have all their surfaces veneered in exactly the same manner as a walnut piece of furniture. ‘The construction of 
a piece in this way may have been in order to economise in the mahogany, in which case it is all the more remarkable, as, in these early 
veneered examples, the wood is of a plain character, and has but little figure. 
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quality, but perhaps those that have survived in the greatest number are the card table 
with cabriole legs ending in club feet, fig. 128, the pedestal dressing table, and the dressing 
table on round legs terminating in club feet, the toilet mirror and the bachelor chest with 
folding top, similar in design to the walnut example, fig. 115, bookcases, chairs and stools. 

This second-grade mahogany furniture was usually of a plain and austere character, 
made of dark Spanish mahogany, and undecorated with carving. When carved ornament 
was employed it was usually confined to the decorating of the knees of the cabriole legs 
with a small motif such as a shell and sometimes a leaf. This type of furniture would 
appear to date from about 1730-50. 

The reason why such furniture could be produced at a lower cost than walnut, even 
in a period when labour was extremely cheap, is due mainly to the piece being made 
out of the solid mahogany*, which must have meant a considerable saving in cost when 
compared with the veneered walnut examples with their tops and drawer fronts decorated 
with herring-bone inlay and cross-banded edging. Making the mouldings out of the 
solid wood was also a much easier and cheaper method than constructing them of cross- 
grained walnut. 

Besides the plain mahogany furniture, the cabinet-makers also constructed pieces 
ofa similar character from Virginia walnut. Such furniture, like the mahogany examples, 
was made out of the solid wood, and the mouldings were also worked in the solid and not 
cross-grained. A great deal of this furniture, made of Virginia walnut, which dates from 
about 1720-60, is mistaken to-day for mahogany, as the wood has but little figure and is 
ofa dark colour. Perhaps originally it was stained and polished a dark red colour to make 
it resemble mahogany furniture. One difference is that the wood bleaches by the action 
of the sun’s rays to a grey tone, while the Spanish mahogany is not affected in this manner 
(see page 208). Pieces usually found to-day made of Virginia walnut are stools and 
chairs of the hoop-backed design, and the pedestal dressing table and the example with 
cabriole legs ; also toilet mirrors and tripod pole screens. Many other pieces were 
undoubtedly made of Virginia walnut ; the dining table, however, was an exception, 
as this American walnut, although planks of it could be obtained in greater width than 
the English walnut, was not imported in planks of the same width as mahogany. ‘This 
statement is based on pieces extant, such as the dressing table which, when made from 
Virginia walnut, usually has the top composed of two planks jointed together. 

It would appear, therefore, that mahogany was used in the solid by the cabinet-makers 
from 1730 to 1745-50 for their finest and most expensive pieces, and, in order to relieve 
the plainness and severity of the unfigured wood, they used carving as a means of decora- 
tion. They also made lower-grade furniture in the solid of mahogany and of Virginia 
walnut, which, by the omission of carving and veneering, they were able to produce at 
a lower cost than the contemporary veneered walnut. When they obtained a supply 
of finely figured mahogany by the importation of the Honduras variety, about 1750-55, they 
then made mahogany furniture veneered in the manner they had previously made walnut, and, 
undoubtedly, this was the cause of the cessation of the manufacture of walnut furniture. 


* See footnote, page 171. 
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The above review of mahogany furniture up to 1760 is intended to convey a general 
idea of the first half of the mahogany period. This review has been based upon a 
consideration of the mahogany pieces that have survived, which offer far more dependable 
information on the subject than is the case with walnut furniture, because, as already 
stated, so much of the latter has been destroyed that the amount now extant Is an unreliable 
guide to what was originally made. This is not the case as regards mahogany furniture, 
however, as the ravages of time have not taken toll of it in the same way, since it was a 
far stronger and more enduring wood. 

In this period the names of the designers and makers of furniture are given for the 
first time. These names have been handed down, in some cases through the books which 
were published by cabinet-makers showing the designs for their furniture. 


Fic. 129.—MAHOGANY LIBRARY TABLE WITH FOLD-OVER TOP, WITH BASE COMPOSED OF A CHEST-WITH-DRAWERS. 
THE LION-HEADED TERMINALS PULL OUT TO SUPPORT THE HINGED LEAF. CIRCA 1740. 


THIS PIECE IS STRONGLY REMINISCENT IN DESIGN OF THE KENT SCHOOL OF FURNITURE. 
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The first name men- 
tioned in this period, 
however, is not that of a 
cabinet-maker, but of an 
architect, William Kent 
(1684-1748). Kent was 
regarded by wealthy and 
fashionable society, from 
about 1725 to his death, 
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as an artist of considerable 
taste, and was much con- 
sulted in the decoration 
and furnishing of houses. 
In this way he designed 


a considerable amount of 
FIG. 130.—DETAIL OF CORNICE OF MAHOGANY BUREAU BOOKCASE, FIG. 131. furniture, all of which was 
THE UNUSUAL KEY DENTIL IS A SIGN OF THE HIGHEST QUALITY. ponderous and ofa strictly 
architectural character. 
He thought only of the design, and forgot the material in which the design was to 
be carried out. In consequence, his cabinets and bookcases, although of good 
architectural proportion and academically correct as regards detail, appear too heavy 
and massive. An architectural design that is appropriate in brick or stone cannot be 
satisfactory from an esthetic point of view if produced in wood. While it 1s quite possible 
for furniture to be based on architectural principles, it is essential for the design to be 
in consonance with the material in which it is being carried out. The design of furniture, 
therefore, must be sensible to the special limitations and properties of wood. 

Furniture designed by a cabinet-maker never erred in this respect. The design 
might be bad; but it was invariably a design in harmony with a wood construction. 
On the other hand, an architect such as Kent disregarded his material, and his design 
was accurately reproduced in wood by a cabinet-maker who, although working in a 
material with which he was in complete harmony, did not permit his own individuality 
to deflect or influence his execution as he meticulously followed Kent’s full-size drawings. 

This statement 1s not offered as an historical record of how Kent and his cabinet- 
makers went to work; but the bookcases and cabinets which are known to-day to belong 
to the Kent school of design are esthetically bad, because of their transgression against 
the fast principle that the design should be in harmony with the material in which it is 
to be executed. 

Kent’s chairs were usually based on the design of contemporary Italian chairs, and 
therefore show but little originality. In a book published on Kent’s work by John Vardy, 
the design of a chair is given with the front legs in the form of an architectural truss. 
No designer with any sense of harmony of form would have sanctioned the use of a truss 
in this manner. It is the effort of a designer who, to achieve originality, sacrifices elegance 
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of form, which, in design, should be the ultimate object of attainment. Furniture such 
as Kent’s was not traditional. It was a departure from tradition, and fortunately had very 
little effect on the evolution of the design of English furniture in the eighteenth century. 

While Kent was designing his ponderous entablatured bookcases and his pseudo- 
Italian chairs, the English cabinet-maker was developing his hooped-back chairs with 
claw-and-ball feet along lighter and more elegant lines, allowing the borrowed French 
motif of a scroll foot to supersede the claw and ball as a termination to the cabriole leg (fig. 
161). He borrowed for his bookcases and bureau bookcases architectural features for 
their adornment, such as Ionic and Corinthian pilasters and entablatures, often surmounted 
by broken pediments (fig. 131). This furniture definitely took its place in the evolution 
of eighteenth century furniture design. It did not transgress any principle, as the workmen 
who made it, and the cabinet-maker who designed it, had each the same knowledge of and 
feeling for their common craft, in which they had worked since the days of their apprentice- 
ship. It is when furniture is designed by someone who has not an intimate knowledge of the 
craft of furniture-making that the design is deficient, since the same common understanding 
cannot exist between designer and craftsman. 

A phase of design between the years 1725 and 1745, peculiar to mahogany furniture, 
was the fashion for decorating the legs of chairs and tables with masks, and the arms of 
chairs with bird and animal heads. Mention of this, as regards walnut furniture, has 
been made on page 35, and the same remarks are equally applicable to mahogany furniture. 


Fic. 132.—DETAIL SHOWING DRAWERS AND PIGEON-HOLES OF MAHOGANY BUREAU BOOKCASE, FIG, I31. 
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The next name that 
occurs in the history of 
the evolution of English 
furniture is that of a 
cabinet- maker named 
Thomas _ Chippendale. 
That his name to-day is 
a household word is due 
to his having published 
a book of his designs en- 
titled The Gentleman and 
Cabinet Maker's Director. 
The first edition appeared 
in 1754, and subsequent 
editions in 1759 and 1762. 
Unquestionably, Thomas 
Chippendale was a 
cabinet-maker in a large 
way of business with a 
fashionable and wealthy 
clientele. He made furni- 
ture of the highest quality, 
and the fact that he pub- 
lished a book certainly 
helped to disseminate his 
designs among provincial 
cabinet - makers. These 


designs show furniture in 
Fic. 133.—MAHOGANY ARMGHAIR WITH ARMS TERMINATING IN LIONS HEADS. * 
ee . : the French, Chinese and 


CIRCA 1730. 


Gothic styles, and, within 
recent years, these styles have been ascribed to him as their creator. But there is 
abundant evidence to disprove this absurd statement. The French, Chinese and 
Gothic styles of ornament that were introduced into furniture about the middle of 
the eighteenth century appeared first of all in the interior decoration of houses, and 
were used in connection with chimney-pieces, staircases and other interior fitments 
made by the joiner. Chinese design was also much in vogue for garden furniture, 
bridges and pavilions. ‘The design of joiners’ work for interior fitments of houses was 
always ten or fifteen years earlier than that of the cabinet-maker’s. When Chippendale 
was making the designs for his book he was naturally working in these three styles, which 
were the common property of all cabinet-makers conforming to the then latest fashions, 
and he was not therefore evolving anything new. Other contemporary cabinet-makers 
also published books illustrating furniture of almost identical design ; in fact, so nearly 
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Fic. 136.—WALNUT STOOL. CIRCA 1740. 
Fic. 137.—MAHOGANY STOOL BELONGING TO THE SET OF CHAIRS ILLUSTRATED IN FIGS. 172 AND 173. 
CIRCA 1755. 
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related are the designs in Chippendale’s book to those of his contemporaries, that it would 
be impossible to decide definitely on their individual origin. Chippendale’s are perhaps 
a little more elaborate, but, from an artistic point of view, they gain nothing thereby. 
Of the cabinet-makers who published books of designs about the same time as Chippendale, 
the following can be named: Ince and Mayhew, A Society of Upholsterers and 
Cabinet Makers, Robert Manwaring, and Mathias Lock. Although these publi- 
cations were all later than the first edition of the Director, it is extremely unlikely 
that the authors were in every case copying Chippendale’s designs. They were all, 
including Chippendale, merely showing their designs for furniture in the current taste 
of the period. 

As Thomas Chippendale was not the originator of the French, Chinese and Gothic 
styles in furniture, no piece in any of these styles can rightly be termed Chippendale, 
unless his actual invoice has survived with it. 

There is also no justification for using his name in the generic sense, which would 
only be permissible if a style could be definitely attributed to him. 

It has also been asserted that pieces which can be proved by documentary evidence 
to have come from his workshop are unique in the very high standard of their technical 
excellence. The mahogany furniture of the period of 1730-40, at which time 
Chippendale was a young man still in his twenties, is of the same high quality as regards 
cabinet-making and carving. Surely the unknown cabinet-makers who were responsible 
for this furniture still continued to make it at the time that Chippendale was producing 
his. Therefore, there is no justification for declaring a piece, because it is of the highest 
quality and is of Chippendale’s time, to be the product of his workshop. 

On the contemporary evidence available it is not possible to admit that in the 
eighteenth century Chippendale was considered anything more than a successful tradesman, 
and one specially noteworthy for making furniture of very good quality. "To-day, however, 
his fame has been extolled to such a degree that he holds the position of an original artist 
of considerable taste, the creator of a style of design, and the arbiter of fashion in furniture. 
Many people, in fact, deem it correct to describe all mahogany furniture up to the last 
quarter of the eighteenth century as ‘‘ Chippendale.” 

A well-known furniture authority within recent years ascribed to Chippendale, in 
addition to his other attributes, a craftsmanship of the highest quality. Furthermore, 
he presumed to be able to say that a certain piece was undoubtedly by the hand of Thomas 
Chippendale himself, as he was able to recognise Chippendale’s individual touch where- 
ever it occurred. There is no evidence to support this assumption that Chippendale 
was a carver ; and, even if he were, no authenticated piece carved by his own hand has 
survived to justify this extravagant assertion. 

The absurdity of making Chippendale* the one and onlv outstanding character in 
the craft of cabinet-making in the mid-eighteenth century will become immediately 
apparent when this period is viewed in its proper perspective. The demand for furniture 


* One contemporary reference which goes to show his status is a mention of him in the Gentleman's Magazine when his workshop was burnt 
down. He is there described as “‘ Mr. Chippendale, a cabinet maker, near St Martins lane.” From this description it would appear that 
he was not an important personage, but just one of many cabinet-makers. 
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probably quite unimportant and of but 
litle consequence to tens of thousands 
of eighteenth century householders ; 
whereas individuals, whose names and 
fame may have been the talk of the town 
in their day, are now completely un- 
known. It is not so easy to visualise 
the eighteenth century as people imagine, 
who are content to populate it with a 
dozen or more celebrities and forget 
the existence of those whose fame died 
with them. 

The Chinese and Gothic furniture, 
dating from 1750-70, was a very bad 
break in the evolution of eighteenth 
century furniture design. The craze for 
novelty resulted in the cabinet-makers 
throwing tradition to the winds. These 
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must have been considerable, 
and the craft of furniture- 
making a very important one 
throughout the country. ‘There 
were many thousands of firms, 
both large and small, all of 
whom employed more or less 
skilled craftsmen. ‘These firms 
were not by any means all 
situated in London, although 
there were many important 
groups of cabinet-makers estab- 
lished there. One of the centres 
for furniture warehouses was 
St; Paul’s’Ghurch Yards sthe 
trade label of Benjamin Crook 
(see fig. 139) bears this address. 

It must be realised that 
there were many more im- 
portant people in the eighteenth 
century than those few whose 
names have come down to us. 
At the time, those names which 
are now household words were 


Fic. 
PASTED IN DRAWER OF WALNUT GARD TABLE, FIG. 25. 


139.—DETAIL SHOWING TRADE LABEL OF BENJAMIN CROOK 
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new styles were so foreign to the spirit of the old designs that their originators, instead 
of using their traditional training to design a structure in keeping with the new style, 
transposed the Chinese and Gothic motifs on to the old structure. This applied especially 
to bookcases and cabinets. Fortunately, however, this Chinese furniture of elaborate 
design was not often carried out in mahogany, as it was generally made in soft wood 
and afterwards lacquered or gilt, and has in consequence since perished. 

Many pieces, at the same time, have survived from this period which are of excellent 
design, due to the restrained use of the Chinese and Gothic motzfs and a refusal to allow 


Fic. I141.—DETAIL OF THE FITTED DRAWER OF MAHOGANY DRESSING TABLE, FIG. 140. 


them to predominate over the structure of the piece. Chinese and Gothic ornament, 
when used in the form of a fret to decorate the frieze of a cornice or the gallery of a table 
(figs. 140, 151 and 207-8), is a pleasant variation, as, in such a position, it 1s subordinate 
to the structure and therefore permissible on a piece which is neither Gothic nor Chinese 
in form. 

A design that was introduced from about 1735-40, and which is more typical of 
mahogany furniture than walnut, was that known as the serpentine front. This design 
was applied to card tables, commodes, chests-with-drawers, wardrobes, side-tables, side- 
boards and a number of other articles, also pieces of small dimensions, such as pot 
cupboards, centre tea tables and urn stands ; the last two, however, had the serpentine 
shape on all four sides. The exact date when it originated is difficult to determine, but 
certainly one of the earliest pieces known with this serpentine shape is the walnut card 
table illustrated, fig. 34. After 1750 it became a very popular feature of design, and 
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Fic. 142.—DETAIL SHOWING APPLIED FRET Fic. 143.—DETAIL OF APPLIED FRET ORNAMENT 
ORNAMENT ON CANTED CORNER OF MAHOGANY ON CANTED CORNER OF WARDROBE, FIG. 144. 
DRESSING TABLE, FIG. I40. 


continued in favour up to the end of the eighteenth century, when designers such as 
Hepplewhite and Sheraton made extensive use of it in their furniture. 
MATERIAL. 

The first variety of mahogany that was imported for the making of furniture was 
known as Spanish or San Domingo mahogany. This came from the West Indies and 
was termed Spanish, because of the then Spanish dominion over those Islands. As already 
mentioned, this type of mahogany was a heavy, hard and close-grained timber. The 
early mahogany furniture made from it, which includes that of the William Kent school 
of design, had little figure or marking in the wood. This lack of figure, however, is not 
typical of Spanish mahogany, since it is a wood which often exhibits the finest figuring. 
About the middle of the eighteenth century, a different variety of mahogany, known as 
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Cuban, was imported, which was less heavy than the Spanish, but was also of a hard, 
close texture. It was noteworthy for a special marking, known as “ curls,’ which was 
obtained by cutting the wood through the fork of the main tree where it is joined by a 
large branch. ‘Twin trees, which have grown together, will also give the wood a similar 
figuring. Sheraton, in his Cabinet Dictionary, mentions Cuban mahogany :— 


“the island of Cuba is a Spanish colony, and was first discovered by Columbus, a Spanish 
navigator, in 1492. ‘That, however, which is generally distinguished by Spanish mahogany is 
finer than what is called Cuba, which is pale, straight grained, and some of it only a bastard 
kind of mahogany. 

“It is generally used for chair wood, for which some of it will do very well.” 

One important difference between the Spanish and the Cuban mahogany is that 
the former grows darker with age, until it is nearly black in tone, whereas the latter 
remains a light colour and mellows only to a rich brown tint. 

A third kind of mahogany, known as 
Honduras, was used extensively by the cabinet- 
makers in the last half of the eighteenth 
century. This wood is much lighter in weight 
and softer in texture than either the Spanish 
or the Cuban. The following reference to 
this wood by Sheraton is of considerable 
interest. He writes :— 

“From this province [Honduras] is imported 
the principal kind of mahogany in use amongst 
cabinet-makers, which generally bears the name 
of Honduras mahogany, and sometimes Bay-wood, 
from the bay or arm of the sea which runs up 
to it. The difference between Honduras and 
Spanish wood is easily perceived by judges, but 
not by others unskilled in wood. The marks of 
the former are, as to size, its length and width, 
which generally run much more than in the latter 
wood. We seldom import any much more than 
2 feet 2 inches broad and to feet long, and 
generally not more than 21 or 22 inches broad. 
Honduras wood will frequently run 12 to 14 feet 
in length, and from 2 to 4 feet wide. In rare 
instances, there have been some 6 or 7 feet over. 

“The grain of Honduras wood is of a different 
quality from that of Cuba, which is close and 
hard, without black speckles, and ofa rosy hue, and 
sometimes strongly figured ; but Honduras wood is 
of an open nature, with black or grey spots, 
and frequently of a more flashy figure than 
Spanish. ‘The best quality of Honduras wood is 
known by its being free from chalky and_ black 
speckles, and when the colour is inclined to a 
dark gold hue. ‘The common sort of it looks brisk 
at a distance, and of a lively pale red ; but, on 
close inspection, is of an open and close grain, aS ASUS 
and of a spongy appearance.” FIG. 145.—MAHOGANY LETTER RACK. CIRCA 1770. 
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There were varying degrees of quality as regards the figure and the marking of the 
wood in all three varieties of mahogany. 

The Honduras variety was undoubtedly an inferior one when compared with Spanish 
and Cuban. It was used in the solid for the sides of pieces and for drawer fronts and 
linings. The wood that had a fine figure was used extensively for veneering in the last 
half of the eighteenth century, as has already been mentioned. 

When a set of chairs is found of soft Honduras mahogany, it indicates that this wood 
has been used for reasons of economy, and that the chairs are of a lower grade than if 
made of Cuban mahogany. 

A chair made of Honduras mahogany is much lighter in weight than one of 
Cuban. The former will seldom exhibit any figuring in the wood, whereas a chair of 
Cuban mahogany will sometimes show definite marking. Such a feature is generally 
associated with a good quality chair. 


CONSTRUCTION AND WORKMANSHIP. 


Mahogany furniture up to about 1750 was generally made in the solid wood and 
not veneered; that is, with the excep- 
tions already mentioned on page 171. 
The cabinet-makers did not use _ the 
figure and grain of the wood as a form 
of decoration; this early school of 
mahogany furniture, with its dark, 
sometimes almost black tone, being in 
consequence of a severe and_ plain 
character, save when in the best quality 
pieces it was relieved with carving 

The remarks made previously with 
regard to dovetails*, drawer liningsy, 
and dust-boards of the walnut furni- 
ture of the last quarter of the walnut 
period apply equally to mahogany. 
Rounded edges to the top of the drawer 
sides will be seldom found on pieces of 
mahogany furniture later than 1750, as 
after this date the cabinet-makers made 


* About 1780, which is outside the period of this book, 
drawer bottoms were fixed to the sides by a grooved fillet (see 
diagram 2d). Such a construction can always be recognised by 
the presence of these fillets which can be seen inside the drawer, 
fitted against the drawer sides, and should be remembered, as 
no drawer with its bottom fixed in this manner can be earlier 
than 1775-80. 


+ Mahogany furniture of good quality dating from 1770 often 

Fra plea Af ae. See a eae : had the drawer linings of mahogany. — Cedar was also used for the 

IG. 140.—-DETAIL SHOWING SATYR MASK ON KNEE AND drawer linings of pieces of bedroom furniture, and sometimes for 

CLOVEN-HOOFED FOOT OF LEG OF MAHOGANY TRIPOD the small drawers of bureaux. The use of cedar for this purpose 
TABLE, FIG. 187. is a sign of quality, as it would add to the cost of the piece. 
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Fic. 1477.—DETAIL OF THE LION MASK ON THE LEG OF 
THE MAHOGANY TABLE, FIG. 


these edges square. 
Wien venecred 
mahogany furniture 
began to be made 
about 1750, only the 
front of a piece was 
veneered with fine 
figured wood, the 
sides being made 
of solid and plain 
mahogany. The 
fronts of veneered 
drawers in good 
quality pieces were 
made in mahogany, 
and in poorer 


quality pieces, of 


deal. Oak was also 
employed in good 
quality pieces, but 


it Was 


Fic. 149.—DETAIL OF LEG OF MAHOGANY BUREAU 
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Fic. 148.—DETAIL SHOWING LION MASK MOTIF ON LEG 
OF MAHOGANY CHAIR, FIG. 


in a lesser degree 
than mahogany. 
The backs of pieces 
dating from 1750-60 
were panelled, and 
not made out of 
boards as hitherto. 
This practicestarted 
about the middle 
of the eighteenth 
century. Usually 
these backs were of 
deal, but those of 
fine pieces were of 
oak. The front of a 
serpentine or shaped 
drawer would have 
the carcase wood 
constructed in two 
or three layers, and 
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not in one solid piece. ‘This was done to prevent the drawer front twisting. Sometimes, 
when the foundation of the drawer front was mahogany, it was made in one piece. 
Large mouldings, such as those of a cornice to a bookcase, were built up with strips of 
mahogany which were backed on to a deal foundation (diagram 5d). 

The quality of the workmanship of the first grade of mahogany furniture was 
exceptionally high ; in fact, it can be termed superlative, whilst that of the lower grade 
also exhibited good craftsmanship, as it was not until 1760 that the cabinet-makers 
began to make mahogany furniture of inferior workmanship. ‘This good craftsmanship 
of the lower-grade furniture, however, 
only applies to the actual cabinet work 
and not to the carving, as when carving 
does occur it is sometimes found of a 
very coarse character. In the first grade, 
however, the carving is of the highest 
quality, especially the architectural 
pieces of the Kent school of design, and 
also that on chairs, especially those 
dating from 1740-60. ‘This question of 
the quality of the carving is of consider- 
able importance, and recognition of its 
various grades is essential. 

In fine quality work the acanthus 
foliage was in high relief, and the scroll 
of the foliage intertwined, revealing the 
most delicate rendering of the smallest 
detail. Poor quality carved acanthus 
foliage was shallow, and generally exhi- 
bited a number of gouged lines on the 
surface, showing none of the inter- 
twining of the tendrils so typical of fine 
quality carving. 

Careful examination of the backs of 


FIG. 150.—DETAIL OF GROTESQUE MASK ON LEG OF many chairs will show that there are 
MAHOGANY TRIPOD TABLE, FIG. 183. : 
different 


grades of quality in the 
carving from superb to mediocre and coarse. ‘The highest quality will be seldom 
found, but when it is, it should be quickly recognised, as this quality determines 
the intrinsic value of a piece far more than any pedigree denoting that it came 
from Chippendale’s workshop. It is design and quality which count, and not pedigrees. 
A pedigree may have historic interest, but it cannot endow a piece with an artistic merit 
which it does not possess. 

The illustrations depicting details of furniture, figs. 147, 148, 150, and 164, show 
examples of the highest quality carving in mahogany. ‘The rendering of the cabriole leg 
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Fic. 151.—MAHOGANY TEA TABLE WITH GALLERY OF PIERCED FRET. CIRCA 1755. THE ELEGANT AND 
GRACEFUL CURVE OF THE LEGS IS A NOTEWORTHY FEATURE OF THIS TABLE. THE TOP IS OF MAHOGANY OF AN 
UNUSUAL FIGURE, KNOWN AS “‘ BLISTER.” 
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DETAIL OF TOP, MEASUREMENT 324 INCHES DIAMETER. 
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Fie. 


CIRCA 1745. 


154.—MAHOGANY TRIPOD TABLE. 
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Tic. 156.—MAHOGANY CARD TABLE WITH PROJECTING CORNERS TO TOP TO ACCOMMODATE CANDLESTICKS, 


I'1G. 157.—MAHOGANY CARD TABLE. CIRCA 1755. 
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is an important sign of 
quality as regards chairs 
and tables. In a well- 
designed leg the cabriole 
has a graceful curve, and 
terminates in a claw foot 
that will have the appear- 
ance, not only of firmly 
gripping the ball, but of 
being set at such a well- 
poisedeanglet hati 
actually contributes to 
the strength of the leg, 
and thus to the support 
of the seat or table. The 
leg and foot will be in 
consonance with each 
other, which will result 
in giving a feeling of 
unity to the whole design. 


re. 158.—DETAIL OF LEG OF MAHOGANY FIRE SCREEN ILLUSTRATED, FIG. 200. 


In a badly rendered cabriole leg the graceful curve will be absent, and the foot will 
appear to be clumsily attached and not in harmony with the leg. Such a leg is often 


FIG. 159.—DETAIL OF LEG OF MAHOGANY DUMB-WAITER, 


FIG. 202. 
O 


too heavy at the knee and too thin in the 
middle, or wie versa. As examples of 
well-executed cabriole legs the illustra- 
WOns, tioswei tn 50,9157, LOOsand, 170; 
should be examined. 


METHODS OF POLISHING. 


Exactly what methods were employed 
for polishing mahogany furniture belong- 
ing to the first half of the eighteenth 
century is a matter of surmise. It was 
certainly done with oil, and, since 
mahogany was a hard wood and could 
be polished by friction, it must have 
been an easier process than the varnish- 
ing and subsequent polishing of walnut 
wood, as already described. 

It is necessary to apply to Thomas 
Sheraton for the recipes for polishing 
mahogany furniture, since in his Cabznet 
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Dictionary, published in 1803, he makes mention of the various methods of polishing 
used by the cabinet-makers in the latter half of the eighteenth century. Whether they 
used other methods, than those Sheraton mentions, in the early part of the mahogany 
period it is difficult to say. 

In the mahogany period under review, from examples extant, it would appear that 
mahogany furniture was not 
varnished with the shellac 
varnish and then polished. 
Later eighteenth century 
pieces, especially fine quality 
satinwood examples, were 
undoubtedly sometimes 
polished in this manner, 
as a number have survived 
ad with a surface of highly 

G22 eee | |, AS © polished varnish. 
SoH : Oe A recipe for polishing 
mahogany with oil is here 
given from  Sheraton’s 


Dictionary. He writes :— 
“ The root [of Akanet] is 
much in use amongst cabinet- 
makers, for making red oil ; 
the best composition for 
which, as far as I know, is as 
follows: take a quart of 
good linseed oil, to which put 
a quarter of a pound of akanet 
root, as much opened with 
the hand as possible, that 
the bark of the root which 
tinges the oil may fly off; 
to this put about an ounce 
of dragon’s blood, and 
another of rose pink, finely 
pounded in a mortar; set 
Fic. 160.—DETAIL OF CARVED SPLAT OF MAHOGANY CHAIR, FIGS. 161 AND 162. the whole within a moderate 
heat for twelve hours at least, 
or better if a day and a night. Then strain it through a flannel into a bottle for use. 
This staining oil is not properly applicable to every sort of mahogany. The open 
grained honduras ought first to be polished with wax and turpentine to fill up the grain ; but 
in general this wood looks best with wax and turpentine only ; but if it be tolerably close-grained 
and hard and wants briskness of colour, the above oil will help it much. All hard mahogany 
of a bad colour should be oiled with it, and should stand unpolished a time, proportioned to 
its quality and texture of grain ; if it be laid on hard wood to be polished off immediately, it is 
of little use ; but if it stand a few days after, the oil penetrates the grain and hardens on the 
surface, and consequently will bear a better polish, and look brighter in colour.” 


MET VOT MOVE VE WAUWWWWW 


Fic. 161.—MAHOGANY ARMCHAIR, SHOWING STRONG FRENCH INFLUENCE IN ITS DESIGN. CIRCA 1760. 
FOR BACK VIEW AND DETAIL OF SPLAT, SEE FIGS. 162 AND 160, 
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BACK VIEW OF CHAIR ILLUSTRATED FIG. 161. 
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In the eighteenth century the colour most sought after for mahogany was red, and 
unquestionably many of those pieces that to-day have a nut-brown colour were originally 
of a reddish tone. Age and exposure to the atmosphere have caused the reddish tone 


Fic. 163.—MAHOGANY ARMCHAIR WITH SPLAT OF SOLID WOOD. Cc. 1735s 
FOR DETAIL, SEE FIG. 167. 


of the wood to mellow to a brown. The foregoing quotation mentions polishing with 
wax and turpentine. Another method of polishing with wax is also described by Sheraton, 
when he says :— 


‘‘ Chairs are generally polished with a hardish composition of wax rubbed upon a polishing 
brush, with which the grain of the wood is impregnated with the composition, and afterward 
well rubbed off.” 
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Fic. 164.— DETAIL SHOWING CRESTING OF MAHOGANY CHAIR, FIG. 165. 


In The Cabinet-Makers’ London Book of Prices, published in 1803, mention is also 
made of wax and oil polishing to the effect that :— 


‘Polishing the outside of any work with hard wax to be double the price of oil polishing. 
“Ditto with turpentine and wax to be half the price extra from oil polishing.” 


The above quotations are definite proof that there were three methods of polishing 
in the late eighteenth century ; but whether these were practised in the earlier part of 
the century it is not possible to say. Undoubtedly, chairs were polished with hard wax 
and also with oul. 

Sheraton gives a very full description of how oil polishing was carried out. He 
writes :-— 

“The general mode of polishing plain cabinet work 1s however with oil and brick-dust.” 
And again :— 

“Tf the wood be hard, the oil should be left standing upon it for a week ; but if soft, it may 
be polished in two days. The brick-dust and oil should then be rubbed together, which in a 
little time will become a putty under the rubbing cloth, in which state it should be kept under 
the cloth as much as possible ; for this kind of putty will infallibly secure a fine polish by continued 
rubbing ; and the polisher should by all means avoid the application of fresh brick-dust, by 
which the unskilful hand will frequently ruin his work instead of improving it: and to prevent 
the necessity of supplying himself with fresh brick-dust he ought to lay on a great quantity at 
first, carefully sifted through a gauze stocking ; and he should notice if the oil be too dry on the 
surface of the work before he begin, for in this case it should be re-oiled, that it may compose 
a sufficient quantity of the polishing substance, which should never be altered after the polishing 
is commenced, and which ought to continue till the wood by repeated friction become warm, 


at which time it will finish in a bright polish, and is finally to be cleared off with the bran of 
wheaten flour.” 


Fic. 165.—MASONIC MASTER’S MAHOGANY CHAIR. CIRCA 1740. FOR DETAIL, SEE FIG. 164 
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This method of polishing could not have been carried out on carved work very 
satisfactorily, and was accordingly confined to table tops and plain cabinet work, as 
Sheraton suggests. 


Vic. 166.—MAHOGANY ARMCHAIR. CIRCA 1770. 
THE DESIGN OF THE ARMS OF THIS CHAIR IS PARTICULARLY GOOD. 


Undoubtedly, the effect of oil on mahogany was to darken the wood. It would 
appear correct, therefore, to surmise that those pieces which are dark in tone, such as 
the early mahogany furniture, were polished with oil. Polishing with wax would have 
resulted in the wood remaining a more natural colour, much lighter in tone. The softer 
Honduras mahogany, as Sheraton says, did not polish so well with oil, since the spongy 
nature of the wood absorbed it, making the mahogany in consequence too dark. 


208 ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 


One fact about mahogany furniture is that the polish, as found on the piece with 
its original surface, has been greatly improved by the domestic polishing that the piece 
has received since it was made. Cornices of bookcases which, owing to their position, 
are not accessible to the duster, exhibit a dryness and an unpolished surface. The 
unexposed parts of carving in high relief also have the same unpolished appearance. 
This especially applies to the mahogany furniture of the first half of the eighteenth century. 
The carving and mouldings of such a piece when originally polished must have looked 
very dry and untreated owing to the difficulty of polishing those portions with oil or wax. 
On a flat, plain surface this did not apply. 

The effects of exposure to the light and air on Spanish and Cuban mahogany were 
to darken the wood ; nor were they affected to any considerable extent by sunlight, 
as they did not easily bleach to a paler colour. Honduras mahogany, on the contrary, 
was not darkened by exposure to the air, and was bleached to a much lighter colour when 
exposed to the rays of the sun. Mellowing or bleaching only affected the outer skin, as, 
if the surface of the mahogany is cleaned off with a solvent or scraped, it will, on repolishing, 
assume a red colour. ‘This is one of the reasons why the French polishing of old mahogany 
is so detrimental to its appearance, as it turns the mellow brown colour of age to a reddish 
tint. It is true that our eighteenth century ancestors admired this reddish colour ; but, 
to-day, modern taste appreciates the beauty of the nut-brown colour conferred upon the 
wood by the gradual patination of its surface through time. 


Fic. 167.—DETAIL OF CARVED SHOE PIECE OF MAHOGANY CHAIR, FIG. 163. 


Fic. 168.—MAHOGANY ARMCHAIR WITH PETIT-POINT NEEDLEWORK COVERING. CIRCA 1745. 
THIS CHAIR IS OF EXCEPTIONALLY FINE PROPORTIONS, AND THE QUALITY OF THE CARVING IS SUPERLATIVE, 
FOR DETAILS, SEE FIGS. 20 AND 148. 
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Fic. 169.—MAHOGANY ARMCHAIR. CIRCA 1745. 
THIS CHAIR, WHICH IS OF LARGE DIMENSIONS, IS OF EXCEPTIONALLY FINE PROPORTIONS AND QUALITY. 
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Fic. 183.—MAHOGANY TRIPOD TABLE WITH GALLERY TOP, AND KNEES DECORATED WITH MASKS. CIRCA 1750. 
THIS TABLE IS OF AN EXCEPTIONALLY WELL PROPORTIONED AND GRACEFUL DESIGN, AND IS OF THE HIGHEST QUALITY 
WORKMANSHIP. THE MASKS ARE TYPICAL BOTH AS REGARDS DESIGN AND EXECUTION OF EIGHTEENTH CENTURY 


CRAFTSMANSHIP. SEE DETAIL FIG. 150. ANOTHER UNUSUAL FEATURE OF THIS TABLE IS THE DESIGN OF THE 
CIRCULAR BIRD-CAGE BY WHICH THE TOP IS FIXED TO THE STEM. 
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CIRCA 1760. 


I Q3.-—-MAHOGANY TRIPOD TABLE. 


ies 
GH PLAIN IN CHARACTER, IS OF AN EXCEPTIONALLY GRACEFUL AND WELL PROPORTIONED DESIGN. 


CIRCA 1755. 


FIG. 193, ALTHOU 


192 ——MAHOGANY TRIPOD TABLE. 
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Fic. 197 (LEFT).—MAHOGANY CANDLE STAND ON TRIPOD FOOT. GIRGA 1735. THIS STAND IS ONE OF A PAIR. 
Fic. 198 (RIGHT).—MAHOGANY CANDLE STAND DESIGNED IN THE CHINESE-CUM-GOTHIG MANNER. cIRCA 1760. 
THE CRAFTSMANSHIP DISPLAYED IN THE EXECUTION OF THIS STAND IS OF THE HIGHEST QUALITY, 
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Fic. 199 (LEFT). 


FIRE-SCREEN ON WALNUT TRIPOD STAND, WITH FINE STITCH PANEL OF PETIT-POINT NEEDLEWORK. 
CIRCA 1730. 


Fic. 200 (RIGHT).—FIRE-SCREEN ON MAHOGANY TRIPOD STAND, WITH PANEL OF PETIT-POINT NEEDLEWORK. 
A VERY UNUSUAL FEATURE OF THIS EXAMPLE IS THE MOTIF OF A BEAR (rIG. 158), WHICH TERMINATES THE LEGS. 
CIRCA 1745. 
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Y UNUSUAL DESIGN OF AN EAGLE’S CLAW GRASPING 


Fic. 201.—FIRE-SCREEN ON MAHOGANY TRIPOD BASE, WITH THE VER 
THE SCREEN IS COVERED WITH FINE STITCH PETIT-POINT NEEDLEWORK. CIRCA 1740. 


A BLOCK. 
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CIRCA 1735. THIS PIECE IS NOT ONLY OF EXTREMELY UNUSUAL 
SEE DETAIL OF LEG, FIG. 159. 


Fic. 202.—_MAHOGANY DUMB WAITER (IRISH ?). 
DESIGN, BUT THE EXECUTION OF THE CARVING IS OF THE HIGHEST QUALITY. 
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CIRCA 1770. 


Fic. 204.—MAHOGANY READING STAND ON TRIPOD BASE. 


Fic. 203.—MAHOGANY TEA URN STAND, WITH SERPENTINE-SHAPED MOR, 


AND LEGS IN THE FRENCH TASTE. 


CIRCA 1775. 
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Fic. 209.—MAHOGANY BUREAU BOOKCASE WITH UPPER PART OF ARCHITECTURAL DESIGN. CIRCA 1735. 
THIS PIECE IS CHARACTERISTIC OF THE DESIGN OF WILLIAM KENT. 
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CHAPTER IV. 
FAKING. 


T has been declared more than once recently that the art of faking furniture is 

dying out. A truer statement of the facts would be that the furniture faker finds 

that what would have deceived the collector five or six years ago can now be 

instantly recognised as a fake by even the least experienced amateur. Those 
fakers, therefore, who have not had the skill to improve their art have dropped out of 
the business of making spurious furniture, while the more ambitious have so proceeded 
to sharpen their wits that they can now produce faked pieces with a skill which will baffle 
even the most knowledgeable dealer and the most experienced collector. Faking, which 
is no less than the science of obtaining a living by deception, is persisted in to-day, will 
no doubt continue to be practised in the future, and that it flourished in the past is borne 
out by what William Hogarth has to say about picture faking in the middle of the eighteenth 
century. He writes :— 


“Nor have there been wanting of artful people, who have made good profit of those whose 
unbounded admiration hath run them into enthusiasm. Nay there are, I believe, some who 
still carry on a comfortable trade in such originals as have been so defaced and maimed by time, 
that it would be impossible, without a pair of double-ground connoisseur-spectacles, to see whether 
they have ever been good or bad : they deal also in cook’d-up copies, which they are very apt 
to put off for originals. And whoever dares be bold enough to detect such impositions, finds 
himself immediately branded, and given out as one of low ideas, ignorant of the true sublime, 
self-conceited, envious, etc.” 

‘“* But as there are a great part of mankind that delight most in what they least understand ; 
for ought I know, the emolument may be equal between the bubler and the bubled: at least this 
seems to have been Butler’s opinion : 

‘*** Doubtless the pleasure is as great 
In being cheated, as to cheat.’ ” 

The artful faker of to-day does indeed “ carry on a comfortable trade”? very much 
in the manner of his eighteenth century predecessor, and at a time even more propitious, 
owing to the extraordinary increase in the value of old walnut and mahogany furniture, 
especially of the former. In his more recent work he pays very much more attention 
than before to constructional details, such as dovetailing and the method of fixing drawer 
bottoms, for he knows that the collector has begun to study these features and can no 
longer be deceived by a piece, purporting to be Queen Anne, with drawer bottoms fixed 
with a grooved fillet, which was a method of construction, as explained on page 190, prac- 
tised from the last quarter of the eighteenth century. It is all to the good that the collector 
and the dealer should know about these constructional details, as it gives more trouble 
to the faker and adds to the cost of his piece by reason of the additional labour involved. 
He can no longer leave a Victorian drawer in his faked example, but must now entirely 
reconstruct the drawer in order that it should correspond with the method of construction 
used in the period to which his fake purports to belong. 

To learn how to detect faked furniture requires not only an intimate knowledge 


of old furniture under the various headings, as laid down on page 19, but also so close 
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a familiarity with the design, craftsmanship and quality of the past schools of cabinet- 
making that the recognition of old work becomes, as it were, an intuitive sense. 

In an old house, the proportions of the rooms, windows and doors, the design of the 
chimney-pieces, the panelling and mouldings, all go to create an atmosphere of the period 
to which they belong, which clings to and pervades the whole building, and to which 
the sensitive and knowledgeable mind is susceptible. A modern reproduction of a 
Queen Anne room will convey no such feeling of atmosphere at all, and will completely 
lack the subtle significance of the real. In the same way, though in a lesser degree, a 
piece of old furniture will have atmosphere. ‘This atmosphere is created by the proportion, 
the design, the ornament, the method of workmanship, and by the natural and eloquent 
effects of age. Any addition or alteration will tend to destroy the atmosphere, since 
the difference in character between work carried out as it was originally conceived and 
that done in a different period and at a later date, will be apparent to the eye and will 
create an element of discord. 

It is not proposed, however, to leave the subject of the detection of fakes on the 
assumption that the reader has or has not the intuitive sense which will permit him to 
feel the difference between the atmosphere of a Queen Anne piece of furniture and that 
of a Victorian one. Until he has studied the subject and gained a complete knowledge 
of it, he will not realise that in the case of furniture there can be such a thing as atmosphere 
at all, and may possibly ridicule the very suggestion. If, after careful study, he persists 
in this view, then it will have to be concluded that his sensibilities are at fault. 

The collector, in the course of his researches, will go through a number of phases. 
One of the first will be a suspicion of every piece; when he will be apt to believe that a 
genuine example is spurious—a fault common enough among many of those whose 
knowledge takes them a certain way and no further. Such a collector will for ever be 
discovering supposed signs of new manufacture ; he will be suspicious of the cleanness 
of the wood of drawer linings and of the carcase wood, and an absence of signs of wear 
on the drawer runners will also appear to be convincing proof that a piece is new. Greater 
experience will enable him to overcome this attitude of scepticism, especially with regard 
to cleanliness, as he will realise that it is more difficult to reproduce the appearances of 
age by a clean wooden surface than by a dirty or soiled one. Dirt does not necessarily 
indicate age, for a piece may be two hundred years old and yet have the drawer interiors 
as clean looking as when it was first made. Suppose, for instance, the drawers have 
been locked up for a long period of time, without either having been exposed to the 
atmosphere or soiled by articles being placed in them. Then, to the inexperienced eye, 
they will look quite new. This, of course, is an exceptional case, as the interiors of 
drawers are nearly always dirtied by ordinary use. 

Having passed through this initial stage of mistrust, the collector will then be filled 
with over-confidence, and will enthusiastically praise as a rare piece an example hot 
from the faker’s studio. After he has experienced much bitter disillusionment, he will 
realise that the craft of the faker is not to be despised, and that to detect a really good 
fake will require the keenest perception, backed by considerable knowledge and experience. 
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He will learn how fatal it is to rely on first impressions, and how important it is that 
every portion of a piece should be brought under a long and close scrutiny in strong 


daylight. He will also find that a strong magnifying glass will reveal much that is not 
apparent to the naked eye. The skilled and experienced faker, who will benefit to the 
extent of several hundred pounds if he makes a faked piece good enough to deceive, will 
leave no stone unturned to ensure immunity for his piece. It behoves the collector, 
therefore, to use all possible care in his analysis of a piece before coming to a definite 
decision, and not to be over-confident, as it is this very confidence which encompasses 
his downfall and permits the faker to reap his illegitimate gains. 


THE RECONSTRUCTION OF OLD PIECES. 

The efforts of the skilled faker to-day are more directed towards the alteration and 
adaptation of genuine pieces than the making of entirely new ones. To adapt a piece 
which, owing to its design, is unsaleable and therefore of comparatively little value, and 
alter it into a saleable and more valuable example, is a much more paying proposition. 
The chances of detection are considerably lessened because the greater part of such a 
piece is genuine. As an example of this type of adaptation, the following may be cited. 
A walnut bureau bookcase with solid walnut doors to the upper part is worth at least 
two-thirds less than an example with mirror panels to the doors. ‘The alteration of the 
doors into panelled mirror doors can be carried out quite easily and satisfactorily at a 
cost of £15 to £20. The result is an increase in value of perhaps {100 or £150. Very 
little new material is required in this alteration, and, in consequence, the amount of 
freshly cut surface that requires faking will be small. Another example is that of a piece 
of walnut which is sometimes found with a tall glazed upper part and a secretaire and 
drawers underneath. Such a piece is of tall proportions, and the secretaire is quite useless. 
It is by no means a difficult task to remove the secretaire part and reconstruct the drawers 
underneath it to form a base for the upper part, which is left entirely in its original condition. 
This subtraction results in a well proportioned, rare and most saleable bookcase or china 
cabinet. In its original form it was most probably unsaleable or worth at most £200; 
whereas in its new form it will be worth £800. 

Another method of making a china cabinet is to turn the solid doors of a walnut 
cabinet, supported on a base with drawers, into glazed doors formed of rectangular panels 
of clear glass. In this reconstruction the depth of the cabinet is also reduced, as, in their 
original form, these solid door cabinets are bulky and rather useless pieces of furniture, 
for which there is no great demand. After their conversion into shallow china cabinets 
the faker finds a ready market with some unsuspicious customer. 

Another piece which lends itself to reconstruction is the high pedestal writing desk 
with a sloping top. ‘These desks were made for business offices, the writer sitting on a 
high stool. Quite a number of them have survived in mahogany, and some examples 
are of an elaborate character, with mouldings enriched by carving. As desks, four feet 
in height, they are practically unsaleable. No collector could find a utilitarian purpose 
for a piece of this description in his house. By carefully removing the desk portion, 
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taking away a drawer from each pedestal and fitting a new top lined with leather, a flat- 
topped pedestal writing table, one of the rarest and most sought-after pieces of antique 
furniture that is to be found to-day, is cunningly evolved. The difference in value 
between the two is several hundred per cent.; well worth the outlay of the £30 or £40 
necessary for the metamorphosis. 

There are many other reconstructions of this nature. A favourite one with the 
faker—although not of an English piece—is the conversion of the walnut Dutch wardrobe 
with solid doors, which is practically unsaleable, into a china cabinet with the doors 
glazed in small rectangular panes. In this alteration the depth of the wardrobe is reduced, 
as the china cabinet was always shallow. As the English walnut china cabinet is almost 
unknown, the Dutch china cabinet has considerably increased in value within recent 
years. This increase in value and continued demand has resulted in hitherto unsaleable 
Dutch wardrobes being eagerly bought up by the faker, and as rapidly as possible converted 
into china cabinets. This means to-day that the value of a piece, worth £10 or £15, 
has risen to £40 or £50, or, in the case of a very good example of small dimensions, to 
perhaps £80. 

Another profitable undertaking of the faker is the alteration of continental furniture, 
usually Dutch or German walnut pieces, by removing the strongly marked characteristics 
of their provenance so that they will resemble English ones. Heavy mouldings of straight 
run walnut will be removed and replaced by those of a lighter section and cross-grained. 
Knowledge of the methods of construction, material and the quality of workmanship 
of these continental pieces will easily prevent a purchaser from being imposed upon by 
this form of deception. 

The small long-case clock, commonly known as a ‘‘ grandmother,” is of the greatest 
rarity, and is also one of the most sought-after pieces, both by the clock and the furniture 
collector. ‘The rarity of the genuine article gives the faker an opening for making spurious 
ones, which he does by reconstructing the late eighteenth century wall clock in a mahogany 
case, similar in design to the fine lacquer example illustrated (fig. 212). By merely adding 
a plinth, he converts a rather unsaleable clock, worth perhaps £20 or £30, into one that 
he easily disposes of for £200 or £300. The scarcity of the genuine specimen should 
be sufficient to put the collector on his guard against any example that may be offered to 
him. These reconstructed clocks are generally smaller than the genuine grandmother clock. 

One further reconstruction is that of the sofa table, the demand for which is con- 
siderable both here and in America. ‘The sofa table that is sought after is the type that 
has curved legs at each end and a stretcher connecting them. This table is growing 
extremely scarce, and the faker therefore converts the table which has an exactly similar 
top—but instead of being supported by legs at each end, is supported on a central pedestal 
with four curved legs—into the more saleable example. He uses the curved portion of 
the legs of the pedestal for the new legs, the upper part of the legs and the stretcher alone 
being of new material. 

A deception often practised by the faker with regard to bureau bookcases is to 
“marry ’’—as it is termed in the trade—an old upper part, which he has found divorced 
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from its lower half, to an old bureau. In such a piece both the upper and lower portions 
will be genuine. The difficulty the faker has to overcome is to find a bureau the top 
of which is of exactly the right dimensions to take the upper part. The depth is not so 
important, as he can usually reduce the depth of the bookcase, but the width must be 
more or less correct. He will fix a cross-grained moulding along the front and two sides 
of the top to take the upper part. Sometimes, when the bureau is not of exactly the 
right measurements for the upper part, he will make good the discrepancy by making 
the moulding narrow or wide, as the case may be. If the moulding, therefore, on the 
top of a bureau that encloses the bookcase portion is narrower or wider than is usually 
the case on a genuine bureau, the piece can then be regarded with mistrust, especially 
if the polish also has the appearance of being faked. ‘The surface of the top of the 
bureau should be examined for any signs of a toothing plane, as originally it will have 
been covered with veneer, which, of course, will have been removed. 

It may be argued that these reconstructed pieces are not fakes, but are genuine 
antiques, since the greater part of the material is old. This argument, however, cannot 
hold good ; for, to sell pieces of this description as genuine, and at the price that they 
would fetch if they were, is fraudulent. Furthermore, the intrinsic value of such genuine 
pieces lies fundamentally in their design, which, in the case of the reconstruction, is not 
original. 

The faker is always using his brains to discover how to make objects for which there 
is an immediate sale and constant demand, from pieces which he can buy cheaply, and 
which, because of their design, are unsaleable. It is, of course, justifiable to sell such 
pieces under their proper description as altered pieces; but it is doubtful whether, in 
this case, the faker would find it worth his while to convert such pieces for the small profit 
that they would earn. The collector can never be certain whether he is confronted with 
a reconstructed piece or not, because, although the examples cited are of the usual run 
of conversions, it is quite possible that a faker may find some unusual article which, even 
if ugly in form, lends itself; or some portion of it, to adaptation. He is always on the 
look out for pieces that can be reconstructed in this way. 

An analogous practice with regard to chairs is the conversion of the commode chair 
into the ordinary chair by cutting away the deep apron pieces of the seat rails. This 
is a less harmful procedure, since the operation does not affect the design to the same 
extent. 

FAKED PIECES OF NEW CONSTRUCTION MADE FROM OLD MATERIAL. 

In making an entirely new piece the faker is confronted with a considerably harder 
proposition. The difficulty is not so much in the faking of the external polished surface 
of the piece, as the unpolished surface of the interior of the carcase, the drawer linings, 
and, in the case of chairs, the insides of the seat rails. The unpolished surface of old oak, 
deal, pine or beech, which has become dry and mature through age, is impossible to 
reproduce on freshly cut wood. 

The deal forming the carcases of pieces of walnut and mahogany often has a very 
fresh and clean appearance. This, however, applies to the portions of the carcase that 
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are not exposed, such as the sides and dust-boards. Where the deal is exposed, such as 
in the case of the back board, it will be of a dark tone, caused by dust and dirt having 


worked into the surface in the course of a number of years. 


A peculiarity that belongs to an old deal or pine surface, and which is a definite sign 


Fic. 216.—WALNUT BUREAU. CIRCA 1730. THE FRONT IS VENEERED 
WITH BURR WALNUT, AND THE DRAWER LININGS ARE OF OAK. 


of age when it occurs, 1s 
that the annular rings stand 
out owing to the shrinkage 
of the softer fibre between 
them. This, however, is 
not so noticeable on the 
unexposed parts of the car- 
case of a piece as it is on 
the underneath framing of 
a table or on the boards 
forming the back ofa bureau 
or chest-with-drawers, which 
are open to the atmosphere. 

In examining any piece, 
the colour and surface con- 
dition of the unpolished 
wood are what require the 
closest scrutiny. If the wood 
of the carcase or drawer 
linings, or of the seat rails 
to chairs, presents a foggy 
or stained appearance, sus- 
picion should be at once 
aroused. Knowing full well 
the difficulty of treating 
successfully the unpolished 
soft wood, the faker en- 
deavours where possible to 
use old wood, carefully pre- 
serving its matured surface. 
This old wood he obtains 
from derelict carcases of 
chests-with-drawers and tall- 
boys—sometimes of walnut 


—too far gone to be restored, of which the wood is more valuable than the pieces themselves. 
Early Victorian furniture is another source of supply. Some fakers will also import Dutch 
furniture to break up, as the oak used in the drawers and carcases of Dutch pieces is of 
the finest quality and admirably suited for the drawer linings and carcases of their work. 
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In order to detect a new piece of deal or oak, a very simple test is to cut a small chip 
from the surface with a penknife, and if the wood is new it will be of a much lighter 
tone where it has been cut, than if it were old. This is a very useful test to apply to 
the carcase or drawer linings of a piece, if the appearance of the surface of the 
wood suggests that it has been treated or faked. The same test is applicable to a 
mahogany piece. 

In a spurious example of new construction where old deal has been employed, the 
colour and surface of the deal may not be the same throughout the piece. This is specially 
noticeable when two boards join each other, such as when they form the back board of 
a piece or the underneath of a table top. In an old piece this does not occur, as the deal 
would all have been newly cut when the piece was made, and consequently will have 
matured to the same extent. ‘The above remarks also apply to oak. 

The spurious walnut piece usually has the carcase made of oak, and not of deal. 
This is partly because the faker can more readily obtain old oak, and partly because, 
if he is forced to cut or resurface the oak, he can fake it to a better colour than he can deal. 

In making pieces of entirely new construction, the faker’s work is much more open 
to detection, and, therefore, if he does aspire to produce an example of this kind, he will 
choose a piece to imitate which is small in size and of considerable value. In the last 
two or three years there has been a considerable demand for the small bureau on cabriole 
legs, similar to the example illustrated (fig. 216). Owing to this demand, these pieces 
have risen sufficiently in value to make the construction of a spurious example a very 
paying proposition. Carcases and drawer linings will be constructed entirely of wood 
obtained from old pieces ; the matured surface of the wood in each case being carefully 
preserved. For the exterior he will sometimes use old, and sometimes modern, walnut 
veneer. The narrow walnut bureau bookcase (see fig. 33) is another type of bureau of 
which the faker finds it profitable to make spurious examples. ‘This kind of deception 
generally takes the form of constructing the upper part out of old wood, usually of a design 
similar to the type with a single mirror-panelled door. The faked upper part is made 
to fit a genuine bureau. For the mirror of the door he will prefer to use an old plate 
with its original bevelled edges, if he is able to find one of suitable dimensions. The 
fact that the bureau is genuine is a great help in deceiving the purchaser. The sides of 
the upper part and the sides of the bureau should be examined, to see whether there 1s 
any variation in the colour and polish. ‘The back boards of the upper and lower parts 
should also be examined for any difference in colour. 

Another trick of the faker, to increase the value of a bureau bookcase, is to make an 
interior fitment for the upper part with drawers and pigeon-holes and a central cupboard, 
as an example with such a fitment is always of considerably more value than if it had 
plain shelves. The high quality workmanship as displayed in the drawers of a genuine 
example is seldom reproduced by the faker. The very thin drawer sides, usually of 
walnut, skilfully rabbetted to take the flush bottom, and the fine dovetailing, are features 
that, to copy accurately, would make this fitment too expensive an addition for a profit 
to result. 
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A piece of rarity and high value of which the faker will make imitations of new 
construction is the bachelor chest with folding top, similar to examples, figs. 115 and 116. 
The walnut card table is another piece which he reproduces for similar reasons. Some- 
times he will make an example to fit a piece of old petit-point needlework, which was 
originally worked for a card table, since a table with a petit-point top of a design of 
playing cards and counters is of the greatest rarity. Spurious walnut tripod tables also 
have their tops fitted with old needlework panels, which are contained usually in borders 
of cross-banded walnut. Any table which is described as having its original needlework 
top should always be looked upon with the gravest mistrust, as it is only one example 
in a thousand that will be genuine both as regards the table and the needlework.* 
Sometimes spurious needlework is made to fit an old table, but it is generally the reverse. 
Owing to the scarcity and high value of eighteenth century English needlework, the 
faker often uses that of continental provenance, which is much coarser in stitch and cruder 
in colouring. 

DRAWERS AND THEIR LININGS. 


The faker is specially skilled in making a new drawer from an old one. In this new 
drawer, the only freshly cut wood that will be visible is the end grain of the dovetails 
and that of the pin pieces. In examining a drawer, therefore, this end grain should be 
carefully scrutinised to see whether there is any sign of the wood having been newly cut, 
and whether it shows signs of recent staining when compared with the drawer sides. It 
is the cut edges of the wood that should be examined, and not the surface. When the 
edge shows a variation in colour to that of the surface, which is more noticeable on the 
long grain than on the end grain, suspicion should be at once aroused. 

The carcase of a spurious piece, especially the dust-boards, is often treated with a 
coat of wax which is then covered with dust. This trick is frequently resorted to when 
the wood has a freshly cut surface, as the dust will help to obscure it. If the dust is removed 
by a damp cloth, the new surface of the wood will be at once disclosed. 

In order to wear down the runners of a newly made drawer and the surface of the 
dust-board on which the drawer rests, the faker places heavy weights inside the drawer 
and keeps on working it in and out until both the dust-board and the runners are 
worn. 

Careful examination should be made of the dovetails, as constantly in a faked piece 
they will be badly fitted with open joints between the pin and the dovetail. This method 
of making a dovetail is purposely done in order to give an appearance of age. The faker, 
however, generally makes too wide and even a crack around the dovetail, which looks 
artificial and has not the natural appearance of old dovetailing, where a crack, when 
one does occur between the pin and the dovetail, is generally caused by shrinkage and 
not through defective workmanship. Knowledge of the different methods of dovetailing 
and the fixing of drawer bottoms in the various periods, as explained in Chapter II., 
will also be useful for detecting spurious work. 


___* Sometimes a genuine panel of needlework will be fitted on to a genuine table, but this can only very seldom be done owing to the 
difficulty of finding a table with a top of the correct size. 
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One other point concerning dovetails. The dovetailing should, throughout the piece, 
be of the same type: that is, the dovetails to the drawers in the upper part of a chest 
on stand, and those in the drawers of the stand itself. If there is any variation, it strongly 
points to the fact that all the drawers are not contemporary. The skilled faker is aware 
of this, and, therefore, seldom makes a mistake of this kind. The same remarks also 
apply to the methods of fixing drawer bottoms. The wood of the drawer fronts and 
linings should also be the same throughout a piece. 

The wood of drawer linings should be carefully examined for any sign of previous 
use. A drawer bottom will often show grooved lines, which have been made by the 
pins which hold the stops having become exposed by the wood being worn away. If, 
therefore, a drawer bottom is grooved in this manner and the grooves do not correspond 
to the drawer stops, suspicion should be aroused, because it points to the fact that the 
wood used for the drawer linings once formed the linings to another drawer. 

Sometimes, to avoid the necessity of faking the linings of a drawer, the faker will 
paste blue paper over them after the manner in which drawers were lined in the eighteenth 
century. Another trick, intended to convey the impression of age, is to paste an old 
newspaper in a drawer or at the back of a mirror. For this reason the value of old news- 
papers has risen. 


VENEER, AND CROSS-GRAINED MOULDINGS. 


In using modern veneer, the skilled faker will have it saw cut and of a thickness equal 
to the old. In the process of sandpapering and rubbing down the surface he will eradicate 
the curved lines made by the circular saw with which modern veneers are cut; the 
presence of which is quite sufficient proof that the piece is modern. If he be very 
conscientious, he will also remove them from the underneath side of the veneer by toothing 
it with a toothing plane before laying it down on the carcase; as, if he does not do this, 
they may possibly show through the thickness of the veneer, if it is thin and has received 
much sandpapering on its outer surface. The old veneer was sawn by hand, which 
marked the surface with straight though not parallel lines. 

Knife-cut veneer, which is veneer cut by the modern method, is much thinner than 
saw-cut, and is sometimes used in the manufacture of cheap imitations because it can 
very easily be bleached to a good colour by reason of its thinness. Care has to be taken 
in the rubbing down to avoid going right through it. A piece veneered with knife-cut 
veneer can, of course, be adjudged spurious. 

The cross-grained mouldings on an old piece will often exhibit cracks running the 
way of the grain. ‘These cracks are caused through shrinkage. The faker imitates them 
by damping the walnut before he glues it down on the soft wood core. The walnut 
is cut as thin as is compatible with the surface being planed to the required section. ‘The 
moulding is then put into a hot oven, when the heat will cause the walnut to shrink, and, 
in contracting, curl up and crack in the same manner as the old mouldings were affected. 
What the action of time took fifty years to bring about, the faker accomplishes in as 
many hours. 
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RE-VENEERING OLD PIECES. 

An example of how the faker sometimes overcomes the difficulty presented by the 
unpolished wood of the carcase and of the drawer linings is illustrated in cases where 
he makes a spurious walnut writing table from a Victorian one of oak. This he does 
by veneering the exterior surfaces of the latter with walnut, and making new mouldings 
of correct section in cross-grained wood. In order to make this deception more complete, 
he will alter the Victorian method of fixing the drawer bottoms with a grooved fillet, 
and instead make rabbetted drawer bottoms with runners, which, as already explained, 
was the method employed in the eighteenth century. If by any chance he does not do 
this, then a walnut pedestal writing table, if found with its drawer bottoms fixed with a 
grooved fillet, can be at once condemned as not being a period example. A large number 
of spurious walnut tables of this description have been turned out by the faker quite 
recently, as walnut pedestal writing tables are of the greatest rarity, and there is con- 
siderable competition for them among collectors. The faker finds such a conversion an 
extremely paying proposition, as a table of this kind costs under £100 to produce, and, 
even when sold at half the price it would fetch if genuine, will still reap a profit of several 
hundred pounds. 

Besides the Victorian writing table, the faker also transforms the lower-grade oak 
furniture dating from the first half of the eighteenth century into veneered walnut examples. 
The only new parts will be the veneer and the cross-grained mouldings. The back boards, 
the interior of the carcase and the drawer linings will be original and of the correct 
construction, but the carcase will naturally be of oak and not of deal. The period walnut 
piece with an oak carcase, as already mentioned, 1s not only of extreme rarity, but is of the 
highest quality workmanship. ‘This latter feature will certainly not be found in a lower- 
grade oak piece, especially as regards the dovetailed work and the fitting of the drawer 
bottoms. Knowledge of the various grades of quality of craftsmanship on the part of 
the collector will always be of considerable help in detecting the old oak piece with its 
exterior surface overlaid with modern walnut veneer. This trick of veneering old pieces 
with walnut is a very favourite one with the faker at the present time, owing to the demand 
for, and rarity of the genuine example. 


THE FAKER’S METHODS OF POLISHING. 


After long experiment, the faker is now able to imitate the colour and polish of old 
walnut very successfully. In the early days of faking walnut, he was unable to obtain 
the golden colour because he obscured the surface of the wood with stain and polish. 
To-day his polish is clear and transparent, and this achievement is one of the reasons 
why the faked walnut piece is now such a serious menace to the collector. Between the 
original piece and the faked example, however, there is still this difference. The colour 
of old walnut, as already explained, is caused through the mellowing of the varnish ; 
but in a faked example this colour is given to the wood before it is polished. This is 
achieved by placing the piece in a fume chamber, when it has left the cabinet-maker’s 
hands and is ready for polishing. In a fume chamber both the inner and outer surfaces 
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of the piece come into contact with acid fumes, which bleach out the black grain of the 
walnut, and turn the grey tone into brown. Thus, when the piece is polished, all the 
harshness and dark grain of the modern walnut is converted into the golden brown tone 
of the old. A fume chamber is not always employed, but it is by far the most satisfactory 
method, as the piece that is left in fumes of specially prepared acids for a period of two 
or three days will have the whole of its surfaces, including the carcase wood and the 
drawer linings, affected. Fakers who do not use a fume chamber apply the acid direct 
on to the wood. After the acid has achieved the desired result, its action must be stopped, 
which is usually done with vinegar, as otherwise it will rot the wood and will keep on 
coming out in the form of a white mold for many months afterwards. The white mold 
formed by the acid working out is sometimes noticeable on the deal back of a piece, or 
on the seat rail of a chair. 

Spurious mahogany furniture is also treated in the same manner, except that the 
acids employed are of a different character. he effect of fuming on mahogany is to 
take the red colour out of the wood and give it the brown shade of old mahogany. 

If a mahogany piece, before it is polished, is exposed to the air and sunlight, the 
same effect will be produced ; the red will be bleached out of the wood, and, in addition, 
the surface will become mature and considerably help the process of polishing. Fakers 
who can afford to make pieces and keep them in an unpolished state for six months or 
a year often do this with highly beneficial results. 

Some of the more experienced fakers, who are constantly experimenting to produce 
the exact colour of old walnut and mahogany, are trying the effect of bleaching the surface 
of the wood with ultra-violet rays. What must be still more disquieting to the collector 
of the future is that experiments are now taking place to endeavour to mellow the varnish, 
thus changing the colour of the wood after the piece has been polished in exactly the 
same way as the old walnut furniture altered under the natural processes of time and 
exposure. 

Fakers, however, guard their secrets very jealously, and work behind closed doors. 
The only way of finding out their methods is to study their handiwork on completion. 
Not only do they seek to safeguard their secrets, but each keeps his own particular recipes 
to himself and does not share his knowledge with his fellow rogues. 

Undoubtedly each faker has his own particular method of polishing, but shellac 
polish would appear to be the one generally used. A number of coats of it are applied, 
and after each coat it is well rubbed down with rotten-stone. This partial removal of 
the polish after its application, not only helps to fill up the grain of the wood, but the 
constant rubbing gives the surface a patinated appearance. 

In order to imitate the dark tone of the background and of the interstices of the carving 
—so noticeable a feature of the old piece, as described on page 20—boot blacking or dirtied 
wax is well rubbed in with a hard brush. Sometimes this light and shade effect on the 
carving is obtained by applying a dark spirit stain, after the surface has been polished. 
The stain is then wiped off from the high lights, but left in the interstices, thus obtaining 
a very good imitation of the eflect so typical of the original piece. If, however, this 
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staining is examined through 
a magnifying glass, its presence 
on the surface—especially on 
a light wood like walnut—can 
more often than not be 
detected, unless it has been 
done with exceptional skill. 
After the application of the 
shellac polish, the piece is then 
well waxed and finished with 
a dull surface. 

In the case of mahogany 
furniture which is carved, the 
surface is sometimes given a 
coat of varnish, which fills up 
the grain and gives a good 
body to the wood for the shellac 
polish which is afterwards ap- 


Fic. 217.—DETAIL OF TOP OF WALNUT GARD TABLE, FIG. 25. plied. There is much more 
SEE ALSO FAKED TOP, FIG. 218. 


difficulty in filling up the grain 
of mahogany than walnut. Soft mahogany, too, does not take the fumes so well 
as the hard. The faker, therefore, will always use old Spanish or Cuban mahogany 
for his work whenever possible, as, not only is it easier to obtain a better colour 
in these woods, but they are also easier to polish. In making a mahogany example, 
the faker will endeavour to form the outer surfaces from pieces of old mahogany with 
their original polished surface, for which purpose he buys up tops of old dining tables 
and old mahogany fitments, such as shop and office counters. If he cuts old mahogany, 
the new surface, when polished, will be a red colour. He will, therefore, have to fume 
it in order to give it a brown tone. Old mahogany is not only of far superior quality 
to the modern, but it will be seasoned by age and will be darker. This applies, not only 
to the outer surface, but to the thickness of a plank throughout. 

Both walnut and mahogany fakes are 
sometimes treated with a thick coat of var- 
nish, which is stained a dark colour and 
gives the surface of the piece a treacly 
appearance. The varnish is often cracked 
and blistered by heat to make it look 
more convincingly old. Such a treatment 
is carried out by the faker because 


many genuine walnut and mahogany Fic. 218.—PORTION OF WALNUT VENEER WITH HERRING- 


pieces have survived in this condition, BONE SINE A Ee USO SE 
NOTICE THE ABSENCE OF DARK LINES ON EACH SIDE OF 


owlng to their having been given a coat HERRING-BONE INLAY AS COMPARED WITH FIG. 217. 
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of oil varnish, which was a subsequent treatment by an unskilled hand to renovate the 
surface of the piece. The faker rightly imagines that an intending purchaser will mistake 
his piece for an original one which has been subsequently varnished in this manner, hoping 
that, by the skilful removal of the varnish, the original polished surface of the piece will 
be disclosed underneath. In such a case, however, the purchaser will find too late that, 
when the varnish is removed, a freshly cut mahogany or walnut surface will be revealed. 
Sometimes, in order to hide freshly cut mahogany, the surface will be coated with dark- 
coloured wax which is burnt and blistered. Wax of this description is much softer than 
that on an original piece, although the faker hardens it with gold size. When this kind 
of dirtied wax is scraped off with a knife, the freshly cut wood will be found under- 
neath. 

In detecting the work of a clever faker, especially with regard to walnut, the polish 
will be found to present considerable difficulty, since pieces polished in the manner already 
described, with shellac, bear a very close resemblance to the old pieces treated with 
shellac varnish. They will not, however, resemble the highly polished varnished piece, 
as they will usually have a surface with an eggshell gloss. One distinguishing difference 
between the old piece and the modern that is often, but not invariably present, is that 
in the old example which has its original polish, dark lines will be found where the herring- 
bone banding joins the veneer (fig. 217). This is caused by the glue coming through the 
join, which is opened through shrinkage. In a piece with modern veneer, these dark 
lines will seldom be present (fig. 218). By itself, this test is not, of course, conclusive ; but 
is useful when employed in conjunction with other confirmatory evidence. 

In modern herring-bone banding the grain of the wood will often have been bleached 
by the acid to such an extent that there will be hardly any grain perceptible. In the 
majority of old pieces, the grain of this banding can be clearly seen. In modern work, 
where one piece of veneer joins another, as, for example, on the top of a table, the join 
is open and not filled up with polish. In the case of a table with its original polish, this 
will not be so, except where the veneer has come away from the carcase wood and the 
edges have curled up, owing to the glue perishing either through damp or heat. This 
last-named state is imitated by the faker on his spurious pieces by damping the veneer 
and heating it with hot coils or irons. ‘This causes the veneer to shrink and curl up. 
Dirtied wax, hardened with gold size, is then rubbed into the cracks to imitate beeswax 
hardened by age. 

In a spurious walnut piece, such as a table, the top will sometimes be bleached a light 
colour to imitate a feature often found on the genuine example. This bleached colour 
is not caused by the perishing of the polish, as explained on page 125, but by chemical 
action on the wood itself. 

Genuine pieces of walnut which are of a dark colour are to-day not so saleable as 
those of a light faded colour. In order, therefore, to appreciate the value of the former, 
the faker strips off the original polish, bleaches the surface of the walnut veneer to a lighter 
colour, and then repolishes it. It may be argued that this is not faking in the true sense 
of the word, but a legitimate improvement. At the same time, unless the procedure 
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is disclosed to the intending purchaser, it is increasing the value of a piece by artificial 
means, and thereby securing a sale by a fraudulent artifice. 


SURFACE EXAMINATION. 


One very useful test in the detection of faked furniture consists in the careful, even 
microscopic examination of the indentations and scratches on the exterior surface of a 
piece. This can be done best by examining the piece with its surface facing upwards, 
between the observer and a strong electric light, so that the light falls on it obliquely. 
The surface of an old piece, especially when of a soft wood such as walnut, when viewed 
in this way will show an amazing number of indentations and scratches which will be 
hardly noticeable when the surface is not looked at from an angle. The surface of a 
drawer will often show a number of minute indentations round the key-hole, caused by 
the drawer having been locked and unlocked numberless times by a key on a bunch, 
the other keys, knocking against the wood, having made a number of indentations contained 
in a small arc. The bottom drawer of a bureau will show a number of scratches where 
its surface has been kicked. The top of a walnut table will display a number of scratches, 
indentations and marks, caused in various ways during many years of use. The framing 
around the drawer openings of the small drawers which are situated at the top of a tallboy 
will have a number of indentations caused by the top drawer being frequently taken out, 
since it was too high to see into, and, on being replaced, permitted to strike against the 
surrounding surface. 

These natural signs of wear will, of course, not be present on a piece of modern 
manufacture, and, so far, the faker has not gone to the trouble of making a study of these 
marks and of reproducing them accurately. 

A spurious table top, when examined, may show a number of deeply gouged scratches 
and marks on its surface, but their artificial origin will become immediately apparent 
when compared with the network of indentations, scratches and bruises on an old top, 
supposing the two are placed side by side. The former look as if they had been done 
hurriedly and at haphazard. ‘The scratches also will usually be of the same width and 
the same character, showing that they have all been done at the same time and by the 
same instrument™. 

On an old surface there are many and various types of scratches and indentations. 
Some of the earlier ones will hardly be perceptible, because they will have been nearly 
eradicated by the subsequent rubbing and domestic polishing of the surface. 

The faker is also aware of the indentations around the key-holes, but, up to the present, 
his imitations of these marks are palpably artificial when compared with those on the 
genuine piece. 

One difference between these marks on a spurious piece and those on a genuine one 
is that the faker makes his on the surface of the wood before he applies the polish. If 
he made them afterwards, he would merely damage the surface of the polish without 
securing for his marks the semblance of age. The scratches on the polish of a genuine 


__ * The faker sometimes produces marks by jangling a bunch of old keys against the wood, as he knows by doing this that no two indentations 
will be exactly similar. 
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walnut surface will show up dark owing to beeswax and dirt having accumulated and 
hardened. This darkening of scratches is obtained by the faker by filling them with 
stain and polish. 

It may be said that what has been written above will draw the attention of the faker 
to these shortcomings in his work, and that, in consequence, he will in future so closely 
reproduce the genuine scratches and indentations that these will cease to constitute 
a test. This is all to the good, however, as it will cause him more time, trouble and 
expense. 

Another important reason why the surface of a piece should be examined is because, 
in the case of mahogany, as has already been stated, the faker will use old wood with 
its original surface. ‘This surface may show marks which it received when in its original 
form. An illuminating example of this can be instanced. A spurious four-tiered circular 
revolving bookcase on a tripod stand was examined. ‘The top, which was about 18 inches 
in diameter and about 5 feet from the ground, showed distinct marks made by a wheel 
pattern marker. This was undoubted proof that at some time or other dressmaking 
patterns had been marked out on it. As its present height, 5 feet from the ground, and 
its small area make it extremely improbable that anyone would have chosen something 
sO inconvenient for such a purpose, it can be safely assumed, therefore, that the top of 
this bookcase originally formed part of the top of a table. 

The appearance on the side of a china cabinet of pot rings, caused by the burning of 
the wood by a hot vessel, is sufficient proof that the wood was once used in a horizontal 
position and not a vertical one. A pot ring on a table top which is cut in half by the 
gallery surmounting it is a seeming enigma which can be explained only by the assumption 
that the top must once have been larger, and is proof that the table was made from old 
wood, and is therefore fraudulent. 

Careful examination of the wood for signs of previous use should always be made, 
as this is one of the difficulties the faker has to overcome when making a piece out of old 
material. For this reason, he finds it much easier to make a small piece than a large 
one, as, in the case of the former, he is able to cut down and choose his material, while 
in a large piece he cannot pick and choose. 

The presence of any small pieces of wood let into the surface, ostensibly for the purpose 
of repairing, especially when on the edge, should be viewed with suspicion, as they 
generally denote that the wood was once used in another form ; the pieces let in being 
to repair the wood where it had originally been cut to receive a hinge or a lock. If no 
possible solution can be arrived at for the presence of repairs of this description, it can 
safely be assumed that the piece is spurious, as the eighteenth century cabinet-maker 
never employed defective timber, nor any which had been used before, to make his 
furniture. 

One important test to discover whether a mahogany piece possesses its original surface 
is to examine it with the light behind it and at an angle, as already explained on page 266. 
The spurious piece will then sometimes disclose the open grain in places where it has 
not been filled up by the polish. This open grain resembles minute indentations on the 
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surface. Where the polish has covered the wood the surface will be perfectly smooth, 
and will, in fact, appear like a film over the wood. In an old piece, with its original 
polish, the surface will show no sign whatsoever of open grain. Indeed, in some cases 
there will be minute ridges standing out of the grain, which are most probably formed 
by the oil with which the piece was originally polished being forced out of the wood 
by shrinkage and becoming solidified. It should be noticed that such ridges only occur 
on the unexposed portions of a piece, which would not have received a great deal of 
domestic rubbing. 

A piece can still be perfectly genuine and yet disclose open grain, the reason being 
that its surface may have been stripped and repolished. Careful examination of a surface 
for signs of this open grain will often show whether any parts are of modern restoration. 

An old mahogany surface will be unobscured by any artificial film of polish, because 
it was polished with oil or wax, as explained on page 204 (seg.). The faker, however, 
seldom polishes his mahogany pieces with brickdust and oil, partly because it is too 
expensive as regards labour, and partly because he cannot fake the surface and fill up 
the grain as satisfactorily as he can with shellac polish. 

Because of the difficulty of filling up the grain of mahogany, it is easier to distinguish 
the spurious piece made of that wood than is the case with walnut. The comparison, 
side by side, of the surfaces of a spurious piece with a genuine one will reveal considerably 
more than the written word can convey. 


TESTS FOR GENUINENESS AS REGARDS HANDLES AND SCREWS. 

A blunder which would not be committed by the skilful faker of to-day, but which 
has often been made in the past, is when an old drawer front, which has holes pierced 
through it where the original handles were once fixed, has been veneered and the holes 
covered up, the faker having omitted to pierce the surface of the veneer to correspond 
with the holes which can be seen at the back of the drawer front. 

The skilful faker uses old locks and hinges on his piece, and also goes to the trouble 
of using hand-made screws for which he is always on the look out, and which he extracts 
from genuine pieces after he has broken them up. The difference between a hand and 
a machine-made screw is shown in examples illustrated (fig. 219). It should be noted 
that the former does not taper. 

Screws made prior to 1760 had the threads filed by hand and sometimes had slightly 
pointed heads (see fig. 219A). After 1760, the thread was cut in a power-driven lathe, 
the tools being operated by hand. Such screws had blunt heads, and the thread was 
entirely different to that of the earlier hand-filed screw (see fig. 219C). The machine- 
made screw with the “ gimlet pointed ”’ head (see fig. 219B) was first shown at the Great 
Exhibition of 1851, and it was not until a few years later that they came into general 
use. 

In a genuine piece of walnut or mahogany furniture dating up to 1760, the screws 
should be of the hand-filed type, similar to fig. 219A. Ifa piece is found with the later 
kind, fig. 219C, it is evidence that it was made in the last half of the eighteenth century, 
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Fic. 219.—A.—A HAND-FILED SCREW MADE PRIOR TO 1760. 

B.—MACHINE-MADE SCREWS DATING FROM 1851 TO PRESENT TIME. 

C.—LATHE-MADE SCREWS DATING FROM 1760-1850. 

X.—TOP OF LATHE-MADE SCREW. 

Y.—TOP OF MACHINE-MADE SCREW. 
although not conclusive, as it would not be an unusual occurrence for screws, especially 
those which are used to fix the locks and hinges, to have been renewed at a later date. 
In many cases when the faker has no old screws, he will doctor the machine-made screw 
by cutting off the point, filing down the thread and rusting its surface. The presence of 
a hand-made screw, therefore, is not a proof that the piece is old, nor conversely, is a 
machine-made screw found in an apparently old piece proof that the piece is not genuine, 
as the screws, as already pointed out, may have been removed for some reason or other 
at a later date and replaced by the then modern screw. 

An extremely good test, in order to detect a modern faked piece, is to see if all the - 
screws of the hinges and locks can be unscrewed quite easily. Ifso, they have undoubtedly 
been recently inserted. A hand-made screw in a genuine piece will be extremely hard 
to remove owing to the thread not being tapered, and also because it will have rusted 
into the wood. A piece, therefore, that has screws with rusted heads, but which offer 
no resistance to the screwdriver, should be looked upon with suspicion. 

Another test of the genuineness of a piece is in relation to handles. If the back plate 
of an original handle is removed from a genuine piece, the colour of the wood behind it 
is generally darker than the surrounding surface, where the wood or the polish will have 
been bleached by exposure. The faker, on the other hand, polishes the whole of his 
piece to an even tone, and then applies the handles, making no allowance for the surface 
to be darker where it is covered up. 


SPURIOUS CARVING. 
With regard to the decoration of plain pieces with spurious carving, not nearly so 
much of this has been done by the faker within recent years as in the past. A favourite 
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piece on which to carry out this deception is the plain mahogany tripod table, of which 
many thousands have survived, and which specially lends itself to being so treated. The 
faker always chooses one that has bold legs of stoutish dimensions, in which there is enough 
material from which to carve the ornament. His difficulty is to find a tripod which has 
sufficient breadth in the foot for the carving of the claw and ball, as the majority of plain 
tripods are not wide enough in this respect to permit this motif being done in a bold 
manner typical of the good eighteenth century example. The result is that many 
of these carved-up tables have a narrow claw and ball of pinched appearance. In many 
cases the ball is omitted altogether, and the foot is formed of a claw only. Sometimes 
the foot of the original tripod is made to form the ball, and the claws are carved separately 
and glued on afterwards. To detect such a foot, a close examination should be made 
to see whether the grain of the wood forming the claw runs the same way as the grain 
forming the ball, which, of course, it would naturally do in an original table, when the 
claw and the ball were invariably carved out of the same piece. A familiarity with 
the contour of a genuine carved tripod leg will nearly always enable the collector to 
detect the carved-up example, which, in the process of being carved, will have lost its 
graceful curve and will, in consequence, look thin and ill-formed. 

The tops of these tables are to-day receiving the attention of the faker, especially 
those with the pie-crust edge, which have risen considerably in value within recent years. 
This is due to the constant demand for pie-crust tops for genuine tripod tables, the original 
tops of which have been lost. The faker, therefore, supplies the demand by making 
spurious examples which he usually carves out of the plain tops belonging to plain tables. 
Sometimes he will make a top with elaborately carved decoration, formed of shells and 
acanthus foliage, in imitation of examples, figs. 185 and 189. A good test to prove the 
genuineness of a circular top is to see whether there is any variation in the measurements 
of the diameter, with the grain and across it. In a genuine top, the measurement with 
the grain should be anything from $ ofan inch tod aninch more than that across ; the reason 
being that the wood of an old top will have shrunk across the grain and not the way of 
it. In decorating an old plain top with a pie-crust edge, the top will first of all be turned 
on a lathe to reduce its thickness while leaving an outer rim out of which to carve the 
pie-crust edge. This process will make it a true circle again. 

One of the differences between the genuine and the spurious piece lies in the arrises 
or edges, which should be felt to ascertain whether they are sharp, or worn and rounded. 
In an old piece, edges which are exposed, like those of a table top, or the edges of the 
sides of a bookcase, will have become rounded by the wood having been worn by polishing 
and rubbing, and by being bruised by objects coming into contact with them. In an 
unexposed or inaccessible position, an edge will be sharp. For instance, the back edge 
of the square leg of a table or chair will be much sharper than the other more exposed 
edges. It will also be sharper at the top of the leg than at the bottom, as this is the least 
exposed part. The edge of a moulding underneath a table top, which is protected by 
the overhang of the top, will be quite sharp. The same also applies to the mouldings 
of a cornice. 
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The faker will round the sharp edges of his pieces with a bone, but he does not make 
due allowance for the difference between those parts that are exposed, and those that 
are not. He may sometimes, by mistake, overlook an edge, but generally all the edges 
will be worn to a uniform evenness, very unlike the soft rounded edges of the genuine 
piece, caused by the accidental bruising and domestic polishing of a century and a half 
or more of use. 

Wear also affects carving. The carved front edge of the top of a mahogany writing 
table will have the ornament worn and rounded through being rubbed when the table 
is in use, but on the sides near the back the carving will be as sharp as when it was originally 
executed. Very often the carved ornament on the end of the arms of both walnut and 
mahogany chairs will have distinct signs of being worn away through constant handling 
for generations. The same also applies to the cresting on the back of a chair, which 
will be handled almost every time it is moved. Walnut chairs will show much more 
wear on the carving than those made of hard Cuban mahogany. Dining-room chairs, 
however, made of the soft Honduras mahogany, will have the carving worn and rounded, 
especially on the knees of the cabriole legs, owing to those parts rubbing and knocking 
against each other when the chairs are in use. Sets of walnut chairs will also have suffered 
bruising and damage to the carving in the same way. 

The faker will wear down the sharp edges of his carving—usually with a burnishing 
chain—but in the majority of cases he overdoes the worn appearance by not making 
allowance for the carving on the cresting and arms of a chair being more worn than that 
on the splat. It is easy for him to give a worn rounded effect to the carving, and therefore 
he treats it all mechanically in the same even manner, ignoring the fact that some parts 
may be as sharp as when they were originally carved, and others much worn through 
constant handling. 


FAKED CHAIRS, “LOVE SEATS,” STOOLS AND SETTEES. 


The faker has ceased to make the over-elaborate examples of mahogany chairs, 
stools and settees with lion masks and eagle heads to which he was so partial about fifteen 
to twenty years ago. His attitude towards these articles to-day has undergone a change; 
instead of making a piece of new construction out of old wood, he finds it better and safer 
to alter and remake old chairs and stools into more valuable specimens. For example, 
an upholstered backed “‘ love seat,” which is like a small couch without a centre leg, is a 
very saleable and much sought after piece to-day. In order to make this piece, he uses 
the four legs of a single chair. The only new parts that are visible, therefore, are the four 
seat rails, the framework of the back and arms being hidden under the upholstery. This 
reconstruction converts a single mahogany chair which, if it has an upholstered back, 
is worth perhaps about £50, into a piece that is worth £200. A “ love seat ’’ made from 
a chair with walnut legs will show an even greater appreciation. 

To overcome the difficulty of the exposed seat rails which, in the original piece, would 
be made of beech, the beech rails from a four-post bed are used. Such a bed, if it is 
an early nineteenth century example with coarsely turned mahogany posts, can be bought 
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at a very low price. These bed-rails, which will be unpolished, will have the dry mature 
surface of age, and this surface will be left on the underneath and the inside of the seat 
rail. The freshly cut surface will be on the outside and on the top of the rail, which will 
be covered by upholstery. Sometimes, in order to overcome the difficulty of faking 
the seat rails, they are painted, as it is easier to give an appearance of age to a painted 
surface than to a wooden one. This is always a very suspicious feature, as no old chair 
would ever have been treated originally in such a manner. Familiarity with the appearance 
of the mature and dry surface of beech after it has been exposed to the atmosphere for 
a long period is a valuable asset in the detection of the spurious chair. For the frame- 
work of the back and arms, the faker will generally use modern beech, and will not even 
take the trouble to fake it, as, being covered up, it is improbable that it will ever be seen 
by the intending purchaser. 

The winged arm-chair is another piece which is very saleable to-day. The difficulty 
for the faker in this case is that the legs of such a chair are shorter than those of an ordinary 
one, and, in consequence, he is unable to make this reconstruction correctly, unless he 
finds a chair with shorter legs than is usual. Sometimes, however, he will make a winged 
chair with tall legs, and such an eXample must always be viewed with misgiving. In 
order to obtain a supply of chair legs, the faker uses those that have been converted into 
stools, which was a favourite trick about twenty years ago, when a pair of single chairs 
were worth less than a stool. This resulted in many stools being made with cabriole 
legs which originally formed the front legs of a pair of chairs. Such stools can always 
be recognised from the fact that a chair leg will not have the top of the leg made at right 
angles, but at an acute angle, as the back of a chair is narrower than the front. Fashion 
having decreed that a pair of chairs or “ love seats’ with cabriole legs is worth more 
than one stool, these stools are now being converted back to their original state. 

A chair with cabriole legs is worth considerably more than a chair with straight 
legs. Therefore, the faker will use a pair of cabriole chair legs, which he takes from a 
made-up stool, and fit them to a chair with straight legs. Such a chair must, of course, 
have an upholstered-over seat rail (fig. 169) and not a wooden seat rail with a drop-in 
seat (fig. 163). The difficulty about this reconstruction is that a straight-legged chair usually 
has stretchers, which a cabriole-legged chair does not. The faker, therefore, will have 
to hide the marks where the stretcher was tenoned into the back leg. Sometimes he 
will do this by covering the mark by veneering the inside face of the back leg. Very 
careful examination will have to be made before this will be discovered. 

Chairs, “ love seats’ and couches with upholstered backs should have the upholstery 
removed to disclose the outer surface of the seat rails, to see whether they have been 
freshly cut*. Unless collectors and dealers will insist on this being done before purchasing, 
the faker will carry on his trade with regard to these articles with impunity. 


* Pp 


articular note should be taken of the number of tack holes in the seat rail, as the upholstered-over seat of an old chair may have been 
recovered ten or fifteen times, with the result that the rail will be riddled with holes. There are exceptional cases where a chair will have 
its original upholstering which, if it is of some hard-wearing material such as needlework, is not improbable. Conversely, a chair that is 
supposed to have its original needlework covering, should not show signs in the frame work of having been upholstered many times, or more 
often than is consistent with the covering having been removed for the purpose of cleaning and restoring. The faker will often drive numbers 
of tacks into the seat rail of his spurious chair and extract them again so as to add a convincing detail for the benefit of the intending purchaser 
of the genuineness of the piece. It is essential for him to do this when he makes the seat rails out of bed rails, as already explained. 


ENGLISH FURNITURE FROM CHARLES II TO GEORGE II 278 


The early eighteenth century couch with upholstered back and arms, and cabriole 
legs of walnut, is an extremely saleable piece to-day. For the faker, however, it is a rather 
difficult piece to make, as, not only are the legs short in comparison with those of a chair, 
but the genuine examples invariably have a centre leg, and, if he makes such a settee 
from chair legs, he has either to omit the centre leg altogether or make a new one. Either 
alternative should arouse the suspicion of a purchaser. 

Within recent years, dining room chairs with upholstered backs have become much 
in demand. This has resulted in sets of mahogany chairs with plain backs being converted 
into those of the upholstered back type. The partial removal of the upholstery from the 
back will soon disclose the freshly cut wood of the new framework. 

As a test of the genuineness of the legs of chairs, the surface should be examined 
for scratches and marks, as the stretchers and legs of a genuine chair will invariably have 
their surfaces much damaged in this respect, owing to the kicks and knocks they will 
have received. 

The bottom of the foot of a chair or table will be found in many spurious examples 
with the surface of the wood roughened and damaged, so as to give it an appearance of 
age. The faker in this respect generally overdoes this damaged appearance, as the 
characteristic of a genuine example is that the wood is usually smooth. Sometimes, 
in the case of light pieces that are often moved about, such as chairs and small tables, 
the surface will have acquired a slight polish caused by friction with the carpet. 

Owing to the fact that a set of six chairs is considerably more valuable than a set 
of four, the faker often employs the following ingenious method of completing a set. 
For instance, if he requires two more chairs to make up a set of six, and makes two entirely 
new chairs, the difference between these and the old ones will be at once apparent. 
He therefore takes the four original chairs to pieces, and, having made the necessary 
members required for two new ones, he then assembles the six chairs and interposes the 
new parts with the old in each chair. The result is that every chair will have a new 
member, either a leg, a cresting, or a splat. Intermingling the old and the new parts 
in each chair makes it far more difficult for the fraud to be detected, especially as the 
faker is able to make his copy far more accurate by having the original member on 
the bench by his side. 

An old trick that is still pursued to-day is the conversion of a single chair into an 
arm-chair, the single chair being worth a quarter or a third of the latter. The type of 
chair that the faker usually employs to-day for this purpose is the early eighteenth century 
single walnut chair with cabriole legs. The difference between the colour and the polish 
of the new arms and those of the rest of the chair is a guide to detection, in addition 
to which a single chair will be of narrower dimensions than the arm-chair. The trained 
eye can always detect the addition of arms to a single chair, as they will appear to be 
extraneous to it and destructive of its design. 

The collector, in buying sets of chairs, should be careful to examine the arm-chairs, 
as they will often be modern, owing possibly to some previous purchaser of a set of six 
chairs, some fifteen or twenty years ago, having had two new arm-chairs made to complete 
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the set. Such arm-chairs, made without any intention to defraud, will now be difficult 
to detect after so long a period of domestic usage. 

A number of spurious upholstered-backed chairs have been made recently with the 
arms and legs of chestnut. The faker finds that such a wood more readily acquires an 
appearance of age when polished than walnut, which is partly due to its rougher texture. 


FIG. 220.—INTERIOR OF A FAKED DRAWER MADE FROM OLD WOOD, WITH WORM HOLES CUT THROUGH. 


A test to determine whether a chair is of new construction or not is to see if it feels 
rigid ; in other words, a modern chair will have the mortise and tenon joints which hold 
together the legs, stretchers and seat rail, tight and close fitting, and, consequently, when 
the chair is moved or lifted, it will have no “ give” in any of its members. If, on the 
contrary, it is an old chair, the joints will be looser owing to the shrinkage of the wood, 
and will therefore lack this rigidity and will yield under pressure. It is possible, however, 
for an old chair to have this rigidity, because it may have been taken to pieces and repaired, 
and, when reassembled, all the joints will have been made tight and close-fitting again. 
The same test is also applicable to small tables. 


WORM HOLES. 

Worm holes are an undoubted sign of age to many people. This is a fallacy that 
the faker turns to good account. He does not, however, produce artificial worm holes 
such as in the past he is said to have done with the aid of a shot gun. When he wishes 
to do so, he produces worm holes in a very much more realistic manner. For example, 
if he wants worm holes in the beech seat rail of a chair, he will tie on to the rail a piece 
of old worm-eaten beech, and then place the chair in a dark room. If the wood of the 
seat rail is dry and well seasoned, the worm from the old wood will start to burrow into 
it in the course of three or four months. Sometimes, in using old timber, the faker, in 
cutting a plank, will expose the tunnelling of the worm, which will in consequence appear 
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on the surface. Naturally, no worm works on the surface in this manner, and, therefore, 
wood which discloses worm holes that have been cut through shows that it is old wood 
that has been used in making a new piece (fig. 220). The old cabinet-maker would never 
have used a worm-eaten piece of wood even for his cheapest quality furniture. A piece, 
therefore, with the worm tunnelling cut through should always be viewed with suspicion. 
The soft wood carcasing of veneered pieces will often exhibit the worm holes on the surface 
in this manner when the veneer is stripped, as the worm burrows in the carcase wood 
just under the veneer. 

Old veneer will also often exhibit similar worm holes on the surface. The presence 
of veneer worm-marked in this way usually denotes that the piece is spurious, the veneer 
having been taken from an old example and used again ; for, in the process of being 
relaid and repolished, the tunnelling of the worm, originally on the underneath side 
only, has gone right through the thickness of the veneer. 


GENERAL REMARKS ON FAKING. 


The instances that have been given in this chapter of the pieces which the faker 
alters and adapts, and the pieces of new construction which he makes from old wood, 
have not been singled out as examples against which the collector should be specially 
on his guard, as there remain any number of pieces, to which it has been impossible to 
make specific reference, which he treats in a similar manner. ‘The real reason for selecting 
these particular examples is that they admirably serve to illustrate the faker’s craft, and 
so give the reader an idea of how he works. Perhaps, in the next few years, the faker 
will have invented entirely new and improved methods of faking, and will be imitating 
whatever pieces may, at some future date, bein demand. To follow the latest machinations 
of the faker, it is necessary to keep up with his methods and to be constantly studying them. 

An economic disadvantage with which the faker has to contend is that he cannot afford 
to give too much time to labour, as it will make his pieces so costly that no profit will 
accrue to him. At the present moment, however, he is still reaping a rich harvest because 
there is no necessity for him to reproduce in his work fine quality craftsmanship, since 
craftsmanship is seldom understood by the present-day collector. Quality of craftsmanship 
refers to constructional work such as dovetailing and the fitting of drawer bottoms, carving, 
the execution of cross-grained mouldings, the laying of cross-banded edgings and herring- 
bone inlay, and the matching of veneers. The study of how this work was carried out 
on the old examples will reveal how poor in quality the imitations of the faker really are. 
The mistake the faker makes to-day is to neglect quality of workmanship in order to 
concentrate on obtaining fictitious signs of age. Another handicap with which the faker 
has to contend is the difficulty of obtaining finely figured woods of the same high quality 
as the old varieties used. Knowledge of woods is a great asset for the collector to possess, 
and a great help in detecting a spurious piece. A careful analysis of an old piece of high 
quality will show that many different woods can be used in one piece. For example, 
a cabinet may have small panels of yew or amboyna with cross-grained mouldings 
of olive, while the main portions of the carcase are veneered with walnut. An 
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unobservant collector would not notice such refinements as the use of choice woods of 
this description. He is, therefore, unlikely to detect their absence in the faker’s imitation. 
An indication of economy of labour and consequent loss in quality of craftsmanship is the 
absence of the cross-banded cock bead, which is not used by the faker as it would 
involve too much labour. 

It is this question of knowledge of and familiarity with craftsmanship and material 
which ultimately will defeat the faker. The more the collector and dealer know about 
these subjects, the more difficult and expensive will the faker’s work become, until, finally, 
he will be driven out of business altogether. ‘There is as much danger in the work the faker 
has done in the past as in what he is likely to do in the future, since, unquestionably, 
many of his pieces, which have changed hands many times, are considered by their present 
owners to be genuine period examples. It is a pity that faked furniture cannot be publicly 
branded as spurious, so that it will cease to deceive, in the same way that silver with 
fraudulent assay marks is confiscated. Such a procedure might make serious inroads 
on many a private collection and museum, but, if it resulted in the proper understanding 
of old English furniture, or, for that matter, of foreign furniture as well—as the faker 
is not peculiar to England—it would be of the utmost value to the student and collector 
of the future. It would spare the former the farce of examining and appraising the 
faker’s work, and the latter his money in purchasing spurious pieces which one day, sooner 
or later, are sure to be discovered, when knowledge of old furniture is more widely possessed. 

It is absurd to belittle the work of the faker, as, even after eliminating his ordinary 
commercial imitations, which are so palpable that they would not take in anyone with 
the smallest knowledge, there is still in existence a vast quantity of reconstructed pieces 
of furniture, of pieces of entirely new construction made of old wood, and of plain pieces 
made into ornamented examples by carving and inlay, masquerading as genuine, and, 
as time goes on and they continue to escape detection, becoming more and more believed 
in as such 


THE RESTORATION OF OLD PIECES. 


A piece that has had extensive restorations carried out is naturally not so valuable 
as one that is in a mint state. It is always desirable, therefore, to know the amount of 
restoration that a piece has been subjected to. In order to do this, examination in a 
strong light is essential, so as to be able to detect the different colours of the wood in the 
restored and the original parts, and the difference in the polish. How much restoration 
depreciates the value of a piece depends, first, upon the amount that has been done and 
the importance of the parts restored, and, secondly, upon the rarity of the piece. A form 
of restoration that does not affect the value is the replacing of missing pieces, such as 
cross-grained mouldings, small portions of veneer, cock beads to drawers and small wings 
to legs which, being made apart from the leg, often drop off in the course of time. A broken 
arm or leg depreciates the value to a certain extent, as the defect, even when carefully 
restored, is unsightly and the structure of the piece is weakened. A restoration that 
does materially affect the value of a piece is when a part is missing or so badly damaged 
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that it has to be replaced : an example of this is a new arm or a new leg. If the piece 
is not a very rare and valuable one, then the presence of a new arm or leg will depreciate 
its value considerably. By this is meant that a plain mahogany chair with a new leg 
would not be considered worth buying by a collector, because he would have no difficulty 
in getting another of a similar type in a perfect state. If, on the other hand, a very 
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Fic. 221.—Two CHEQUES, ONE TO MR. KNIBB, SIGNED BY THE EARL OF CASTLEMAINE, AND THE OTHER TO MR. GRAHAM, 
SIGNED BY THE EARL OF DYSART. THESE ARE OF EXCEPTIONAL INTEREST, NOT ONLY BECAUSE THEY ARE PAYMENTS 
TO TWO FAMOUS CLOCKMAKERS, BUT ALSO BECAUSE ONE BEARS THE SIGNATURE OF THE HUSBAND OF THE BEAUTIFUL LADY 
CASTLEMAINE, MISTRESS OF CHARLES I. 


important and rare chair had a new leg, then, because of its rarity, it would still be 
of interest, although, naturally, it would be worth more if all four legs were original. 
More walnut pieces have been restored than mahogany. This—as already explained 
on page 22—is due to the walnut furniture being veneered on a soft wood carcase, which 
attracts the worm, and to portions of the mouldings becoming loose and dropping off, 
as they were cross-grained. Walnut chairs, especially, are defective, owing to the back 
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legs becoming worm eaten, as these were more often made of beech than of walnut. If 
the back leg of a walnut chair gets riddled with worm, the only satisfactory way to restore 
it is by making a new one. Sometimes this new leg is spliced on to the side rail of the 
back where it joins the seat, but in other cases the side rail has also been renewed, the 
old veneer on the front face having been taken off and replaced. 

The tops of walnut dressing tables, similar to examples illustrated (figs. 117 and 118), 
will sometimes have new veneer, either because the old veneer has broken away, generally 
through ill-treatment, or because sometimes the central panel of the veneer will have 
been removed and a leather top applied in its stead, to convert the table into a writing 
table. A new veneered top of this description will depreciate the value of the table by at 
least 30 per cent. or 40 per cent. ‘The veneer on the top of a walnut card table will often 
be found to be new, and sometimes the back leg will be a modern restoration, as, owing 
to the original leg being hinged on to the frame so that it would pull out to support the 
flap, it was liable to get broken. The chest on stand often has the legs of the stand 
restored, especially the type of chest illustrated in fig. 31. The heavy weight of the upper 
part on the slender legs causes them to break, with the result that by far the greater number 
of these chests on stands have modern legs. This depreciates their value by at least 
75 per cent., as the design of such a piece is more or less dependent on the stand. In 
these chests on stands, even when the legs are old, the flat veneered stretchers have very 
often been restored or entirely renewed. ‘This also applies to the seventeenth century 
oblong table, which has similar stretchers. When stretchers of this type are restored 
they are usually made too thick, and are often veneered on the edges, because, if the 
restorer uses old deal for the foundation of his veneer, the edges will be freshly cut. In 
order to overcome the difficulty of faking the unpolished surface of this deal edge, he 
will hide it by veneer, which he then polishes. On original stretchers, the edges will 
seldom be found veneered. 

A motif of design which sometimes denotes a restoration is the presence of a collar 
on a cabriole leg just above the claw-and-ball foot. A number of genuine chairs and 
settees have survived with this motif decorating the leg, but it is also sometimes employed 
as a means of hiding the join between the foot and the leg, when the former is a modern 
addition. The reason for a new foot to a leg is that the chair has been cut down to make 
it lower for some purpose, or because worm has attacked the foot and the wood has been 
eaten away. ‘To detect whether this restoration has been carried out—which considerably 
depreciates the value of a piece—the back legs should be examined to see whether they 
have also had a piece added on, which will be easy to discern as it would be incorrect 
to fix a collar on a back leg, since no genuine example has survived with this feature. 
Sometimes, however, in order to overcome this difficulty, new back legs will have been 
fitted. Careful examination should also be made to see whether the grain of the wood 
is continuous above and below the collar. If it is so, it would point to the leg being made 
out of one piece of wood, which would denote that it was genuine. Also examine the 
profile of the leg to see whether the curve above and below the collar is continuous and 
in one line. To produce this is extremely difficult, as, if the new foot is the slightest 
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fraction out, it will im- 
mediately show. This 
type of restoration is sel- 
dom found except on 
walnut pieces. 

One point, with re- 
gard to restored parts, is 
that when they have 
been recently done it will 
often be hard to detect 
themerexccpte  Dvemveny 
careful examination. In 
five or six years time, 
however, such parts— 
especially in walnut ex- 
amples—will show up 
in contrast to the remain- 
der of the piece, owing 
to the polish with which 
they have been treated—in order to make them look like the original—altering in colour. 
This is due to the polish reacting to the acid with which the wood of the restored parts 


has been treated. It does not always occur, as it depends upon the skill of the 
restorer. 


Fic. 222.—DETAIL OF MIRROR, FIG. 224 


This question of restoration is an important one, as many pieces of furniture that 
are complete wrecks, with a large amount of the veneer missing and the cross-grained 
mouldings gone, in the hands of a careful restorer can be made to look in a perfect state 
to an inexperienced person. Naturally, to restore old furniture is the right thing to do, 
but it is essential that the missing portions should not only be of correct design, but that 
the original proportions of the piece should not be altered by the addition of the restored 
parts. In many cases this is where the restorer fails, as he will make the new legs of a 
chest on stand either too short or too high, so that the proportion of the entire piece will 
not be as satisfactory as it undoubtedly once was. 

The reason why restoration has been commented on here is to show how it affects 
the value of furniture ; therefore, every purchaser should always try to ascertain, to the 
best of his ability, the amount of restoration that has actually been carried out. 

The collector’s criterion of excellence should be the piece which, in addition to good 
design, is in its original condition, which means that its surface should not only possess 
the original polish, but also a patina acquired through the natural process of time. ‘The 
far-sighted collector realises that a piece in this state is, artistically and commercially, 
worth far more than a piece which has been re-polished or over-restored. 

The illustrations in this book are of pieces in their original condition, as none of them 
has been damaged by re-polishing or over-restoration. 
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Fic. 225.—MIRROR WITH FRAME AND CRESTING OF GREEN AND GOLD VERRE 

EGLOMISE THE MOULDINGS TO HOOD AND FRAME ARE OF STAMPED 

METAL GILT. cIRCA 1695. 
THIS MIRROR IS MOST PROBABLY OF CONTINENTAL PROVENANCE. 
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Fic. 232 (LEFT).—MAHOGANY LONG-CASE CLOCK OF UNUSUAL DESIGN, WITH EIGHT-DAY MOVEMENT, BY JOHN 
VALE, LONDON. FOR DETAIL, SEE FIG. 237. CIRCA 1735. 
THIS CLOCK WAS FORMERLY THE PROPERTY OF WILLIAM HOGARTH, AND WAS SOLD WITH HIS EFFECTS. 


Fic. 233 (RIGHT).—PIER GLASS, ONE OF A PAIR, WITH BEVELLED GLASS BORDERS. CIRCA 1700. 
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FIG. 234.—FIRE-S 
CIRCA 1715. 


FOR DETAIL, SEE FIG. 2. 


Fic. 235.—CARVED WOOD AND GILT BRACKET 
ONE OF A PAIR. CIRCA 1725. 


Fic. 236.—sCONCE WITH MIRROR BACK DESIGNED 
TO FIT IN A CORNER. ONE OF A SET OF FOUR. 
CIRCA 1715, 
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Fic. 239.—AN UNUSUAL WALNUT BRACKET CLOG 


IRCA 1740 
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Fic. 250.—WALNUT AND 
GILT WALL BAROMETER, 


BY PAT SULIVAN, LONDON. 


CIRCA 1740. 
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Fic. 254.—A PORTABLE BAROMETER 


DECORATED 
LACQUER, 


IN 


BLACK AND GOLD 
CIRCA 1715 


Fic. 255.—A PORTABLE BAROMETER 
WITH CASE COVERED IN SHARK-SKIN, 
BY DANIEL QUARE, WITH ENGLISH AND 
FRENCH TABLE. CIRCA 1700. 
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Fic. 256.—A WALNUT PORTABLE 


BAROMETER, 
CIRCA 1710. 


BY: 


DANIEL QUARE, 


Fic. 257.—AN IVORY PORTABLE BAROMETER, BY 
DANIEL QUARE, WITH AN ENGLISH AND FRENCH 
TABLE. CIRCA 1695. 
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FIG. 258.—AN IVORY PORTABLE BAROMETER, BY DANIEL 
QUARE. CIRCA 1710. 
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FIG. 259.— WHEEL BAROMETER, BY GEORGE GRAHAM, IN VERY UNUSUAL PEARWOOD 
EBONISED WALL-CASE. HEIGHT, 43 IN. 
CIRCA 1720. 
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Acacia wood in marquetry, 80. 

Acanthus scroll marquetry, 68, 75. 

Adam furniture period, The, 15, 16. 

Adaptation and alteration of genuine pieces by fakers, 
253. 

Aesthetic value of old English furniture, 4. 

American walnut wood, 42. 

Analysis of Beauty, by William Hogarth. References— 
to the fitness of furniture, 4 ; to the faking of pictures, 
Afsyil 

An Account of Architects and Architecture, by John Evelyn. 
Reference to the superiority of foreign craftsmen, 79. 

Apple wood in marquetry, 80. 

Appreciation of old English furniture, 4; of style in 
furniture, 10. 

Arabesque marquetry: Boulle’s influence on the 
design of, 76; Dutch, 82; Early, 68; Holly 
wood in, 76; Long-case clocks, 77 ; William and 
Mary, 76. 

Architectural character of William Kent furniture, 174. 

Architectural treatment in the design of old walnut 
furniture, 35. 

Armchair, Faked wing, 272. 

Armchairs, Faked, 273. 

Artistic heresy in Chippendale designs, 15. 

Ash furniture, Period of, 16, 60. 

Ash, Rhenish, Use of, in Dutch walnut pieces, 133. 

Ash veneer, Burr, Use of, in walnut period, 68. 

Atmosphere, Lack of, in faked pieces, 252. 
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Bachelor chests: Faked, 260; in mahogany, 172. 

Barley sugar twist. See Twist. 

Beads on walnut furniture ; Cock, 38, 41, 102, 107 ; 
Se seenicla,” UO. 

Beech drawer linings in country walnut furniture, 91. 

Beech furniture ; drawer mouldings in, 41; Evelyn’s 
reference to, 513; of the Walnut Period, 57, 60; 
period of, 16. 

Beeswax polishing: as a factor in the production of 
patina, 20; on walnut pieces, 123, 126. 

** Benjamin” stain for walnut, 124. 

Berbery wood in marquetry, 80. 

Blistering surfaces of faked pieces to give appearance 
of age, 264. 

Bog oak in marquetry, 80. 

Bombé fronts on walnut furniture: on Dutch pieces, 
134; on English do., 35. 

Bone decoration, Engraved, on drawers of Elizabethan 
furniture, 97. 

Bone inlay: on Dutch parquetry, 82; on fronts of 
walnut pieces, 108. 


OS 


Book of English Trades : 
of mahogany, 167. 
Bookcases, Bureau: Dutch, with mirror doors, 134 ; 
faking, 253; German walnut, 135; mahogany, 
171; marquetry, 77; walnut, with herring-bone 

inlay on sides, 108. 

Bookcases : mahogany of the Kent School, 174, 177; 
the Chandos walnut, 27; walnut, destruction of 
many, 168; winged library, in mahogany, 171. 

Boulger, G. S., on the scarcity of European walnut 
wood in early 18th century, 46. 

Boulle, André, his influence on arabesque marquetry 
design, 76. 

Boxwood in marquetry, 80. 

Brasile wood in marquetry, 80. 

Bureau bookcases. See Bookcases. 

Bureau cabinets, William and Mary walnut, 28. 

Bureaux: Dutch walnut, 35; inferior walnut, 107 ; 
mahogany, the first, 167. 

Burr walnut: use of, in Dutch walnut furniture, 133 ; 
veneer, 60, 133. 


reference in, to introduction 


Cc 


Cabinet Dictionary, by Thomas Sheraton: References 
in—to Cuban and Honduras mahogany, 189; to 
recipes for polishing mahogany, 197, 198, 203, 
204 ; to the use of walnut wood, 22; to varieties of 
walnut wood used, 45, 48; to wax polishing for 
chairs, 203. 

Cabinet on stand, parquetry decorated, 86. 

Cabinet work, quality of, in Charles II. period, 19. 

Cabinets : Dutch china, 134; floral marquetry, 75 ; 
herring-bone parquetry, 86; mahogany, 171; 
mahogany of the Kent School, 174, 177. 

Cabinet-Makers’ London Book of Prices: reference in, to 
wax and oil polishing of mahogany, 204. 

Cabinet-makers : Thomas Chippendale, 10, 15, 178, 
181; Benjamin Crook, 182; Ince and Mayhew, 
181; Gerreit Jensen or Gerrard Johnson, 78, 79 ; 
Huguenot and Dutch of Stuart Period, 78 ; Mathias 
Lock, 181 ; number in 18th century, 182 ; Robert 
Manwaring, 181; Society of Upholsterers and 
Cabinet Makers, 181. 

Cabinet-making, principles of good, 4. 

Cabriole legs: carved decoration on, 114; on faked 
stools, chairs and couches, 272, 273 ; on mahogany 
furniture, 197 ; on walnut furniture, 47 ; to mahog- 
any dining tables, 168 ; with club feet on mahogany 
card tables, 172. 

Candlebox in mahogany, the first, 167. 

Cedar wood : drawer linings of, in mahogany furniture, 
190; Evelyn’s reference to, for veneering, 57. 
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Chairs : 

Faked, 271°; sets of, 273. 

Herring-bone parquetry decorated, 86. 

Hooped-back, Virginia walnut, 172; mahogany, 
NZ /7 

Mahogany, 171; bird and animal heads on, 177 ; 
mask decoration on legs of, 177. 

Marquetry, 77. 

Sheraton’s recipe for wax polishing mahogany, 203. 

Spurious upholstered-back, with chestnut arms and 
legs, 274. 

Stuart cane-backed, 97. 

Walnut, carving on, 108; Dutch, 134; sign of 
quality in, 97. 

Chandos, James, Duke of, Sale catalogue of furniture 
of, 22, 27; large lignum vite writing desk in sale, 86. 

Characteristics: of mahogany furniture, 167; of 
Stuart walnut furniture, 28; of William and Mary 
walnut furniture, 28. 

Charles II. furniture : characteristics of, 3; oak, 57; 
period of, 15, 16; quality of cabinet work in, 19 ; 
revolutionary changes in period of, 52; varieties of 
marquetry in, 68. 

Checker band inlay on fronts of walnut pieces, 108. 

Cherry : 
burr veneer in the walnut period, 68. 
wood herring-bone parquetry, 86. 

Chestnut drawer linings in country walnut furniture, 91. 

Chestnut furniture: country, in walnut period, 60 ; 
drawer mouldings on, 41; Evelyn’s reference to, 
51; period of, 16. 

Chests : 

Bachelor, in mahogany, 172. 

-with-drawers, Dutch walnut, 134; earliest walnut 
examples of, 573; floral marquetry, 75; inferior 
walnut type of, 107; mahogany, with serpentine 
fronts, 185; parquetry decorated, 86; small, 
with herring-bone parquetry, 86; walnut, 60. 

China cabinets: Dutch, 134; faking walnut, 253, 
254. 

Chinese motifs: a bad break in English furniture 
design, 182; in Chippendale’s Director, 10, 178 ; 
introduction of, 3; in regard to walnut furniture, 
Sie) 

Chinese fret ornament, 185. 

Chippendale, Thomas: artistic heresy in designs by, 
15; extravagant estimation of, as a designer, 181 ; 
his Gentleman and Cabinet Maker’s Director, 10, 15, 178 ; 
position of as a furniture designer, 181. 

‘** Chopping-in” of modern floral marquetry on old 
Dutch walnut pieces, 81. 

Citron wood in marquetry, 80. 

Classical details in walnut furniture design, 35. 

Claw and ball foot: on mahogany furniture, 197 ; 
on walnut furniture, 35, 47;  supersession on 
mahogany furniture by scroll foot, 177. 

Clocks, Long-case : 

Dutch, 134. 

Marquetry, in arabesque design, 77 ; in floral design, 
UO, WH They U3 sho lessee “Chesean, 7/7/o 
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Clocks, Long-case—continued. 
Parquetry, 86. 
Walnut, Georgian style, 28. 
Wall, Faking of, to make “‘ grandmother” long-case 
examples, 254. 

Club foot : to cabriole legs of mahogany dining tables, 
168 ; to round straight legs of parquetry card tables, 
86. 

Cock beads on walnut furniture, 38, 41, 102, 107. 

Cocus wood oyster-shell parquetry, 85. 

Collectors, Warnings to, regarding the detection of 
faked pieces, 252. 

Colour of mellowed mahogany furniture, 203, 208. 

Commodes, mahogany, with serpentine fronts, 185. 

Comparison of English and foreign craftsmanship in 
marquetry, 77, 78, 79. 

Construction and workmanship: in mahogany furni- 
ture, 190; in walnut furniture, 97. 

Construction : attention of modern faker to correct, 
251; carcase, 19; differences of, in various periods, 
16; methods of, 19; of drawers in old English 
furniture, 16, 19; of drawers in walnut furniture, 
97; principles of good, 9. 

Continental walnut furniture, 130; Faking of, to 
resemble English pieces, 254. 

Continental walnut wood, 45, 46, 51. 

Cornices on walnut furniture, 102. 

Craftsmanship : Evelyn’s reference to superiority of 
English, 79 ; in marquetry work, English and foreign, 
68 et seq.; in walnut veneered furniture, 78 ; 
knowledge of, as protection against faked pieces, 
275; principles of good, 15. 

Craftsmen, Foreign, working in England in Stuart 
period, 79. 

Cromwellian period furniture, 28, 57 ; drawers in, 36. 

Crook, Benjamin—cabinet-maker, 182. 

Cross-grained mouldings on walnut furniture, 36, 100 ; 
Faked do., 261. 

Cuban mahogany, 189. 

Cupboards, Pot, in mahogany with serpentine fronts, 
185. 

D 

Deal carcases, 87, 88 ; in veneered walnut furniture, 
60. 

Detection of fakes from appearance of, 257, 258, 259. 
mouldings on inferior walnut pieces, 107. 

Defects in design, discernible, 9. 

Design: as a factor in distinguishing English from 
Continental walnut furniture, 130; as affected by 
size of mahogany timber, 167 ; books of, by 18th 
century cabinet-makers, 178 ; Chinese and Gothic 
motifs a bad break in English furniture, 182 ; high 
level of, in 17th and 18th century furniture, 10; of 
Flemish walnut furniture, 134; of German walnut 
furniture, 134 ; principles of good furniture, 4; old 
English walnut furniture, 28 ; ornament as a small 
factor in, 15; subordination of ornament to 
structure in, 9; unity as a factor in, 9; William 
Kent School of furniture, 174. 

Designers of mahogany furniture, 173. 
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Differences between English and Continental walnut 
furniture, 130. 
** Director,” by Thomas Chippendale. See Gentleman and 
Cabinet Maker's Director, The. 
Dining tables. See Tables. 
Dirt, its presence or absence as indication of faking, 252. 
Dog head motif on walnut furniture, 35. 
Dovetailing : attention of modern faker to correct, 
251; differences in, 16 ; in Dutch walnut furniture, 
133 ; in Flemish walnut furniture, 134; “ lapped ” 
or “ stopped,” 98; of drawers in walnut furniture, 
Dag So Winvaowrains Dee 
Dovetails and drawer bottoms, Construction of, in 
veneered walnut pieces, 97, 98, 99. 
Dovetails in mahogany furniture, 190. 
Dragon’s blood stain for walnut, 124. 
Drawer bottoms: attention of modern faker to correct 
construction of, 2515 construction of, in veneered 
walnut pieces, 99 ; in Jacobean oak furniture, 98 ; 
in Dutch walnut furniture, 133; in mahogany 
furniture, 190; in walnut furniture, 99. 
Drawer construction in old English furniture, 16, 19. 
Drawer edges, rounded: in mahogany pieces, 190 ; 
in walnut pieces, 99. 
Drawer fronts : herring-bone inlay on walnut veneered, 
37, 383; serpentine, to veneered mahogany pieces, 
191; veneered walnut, 67, 91. 
Drawer linings: cleanliness of, as an indication of 
faking, 252; in Continental walnut furniture, 133, 
134; in mahogany furniture, 190; in walnut 
furniture, 91; of ash, chestnut, elm, in country 
walnut pieces, 91; of oak in Stuart period walnut 
pieces, 60 ; of Virginia walnut, 91 ; woods used for 87. 
Drawer mouldings of inferior woods on walnut patterns, 
for country pieces, 41. 
Drawer runners, 98 ; appearance of wear on, in faked 
pieces, 260. 
Drawers : construction of, in walnut furniture, 97 ; 
design of, in walnut furniture, 36; dovetailing of, 
in walnut furniture, 97; flush bottom, 98; flush 
fronts to walnut, 38; in the Cromwellian period 
walnut, 36; in Dutch walnut furniture, 133 ; 
mouldings to, in walnut furniture, 36, 37; skill of 
faker in making new from old, 260; square lock to, 
in English and Dutch pieces, 82; tall lock to, in 
French and Flemish pieces, 82. 
Dressing tables. See Tables. 
Drip mould to cornice on walnut pieces, 102. 
Dust boards : in Dutch walnut pieces, 133 ; in mahog- 
any pieces, 190; in walnut pieces, 99. 
Dutch : 
bombé front to walnut pieces, 35. 
cabinet-makers of Stuart walnut furniture, 78. 
china cabinets, faked, 254. 
marquetry : characteristics of, 82, 130; 19th 
century addition of floral to old pieces of walnut 
furniture, 81; . “‘ seaweed,” 77. 

motifs in Puritan furniture, 28. 

walnut furniture: carcasing and drawer linings to, 
133; faking, 254; veneered, 130. 


E 

Eagle head motif: in Stuart marquetry, 68; in 
mahogany furniture, 177 ; in walnut furniture, 35. 

Ebony background in French marquetry, 82. 

Edging to fronts of walnut furniture, crossbanded, 
107, 108. 

Eggshell surface on walnut furniture, 123, 125. 

Elizabethan furniture period, 15, 16. 

Elm : 
drawer linings to walnut furniture, 91. 
furniture : drawer mouldings in, 41; of the walnut 

period, 16, 51, 60. 
legs to walnut tables, 47. 
tops to gate-leg tables underframed in walnut, 168. 
veneer, burr, 68. 

‘Endive ” or “ seaweed’ marquetry, 77. 

English walnut wood: markings of, 51 ; 
Gi, ZhyS pee ot, 4. 

Evelyn, John: reference to skill of English craftsmen 
in his An Account of Architects and Architecture ; references 
in his Sylva to: beech furniture, 51; burr walnut 
veneer, 60; deal carcases, 87, 88; English walnut 
wood, grain filling on, 1263; imitation of walnut 
pieces in beech, 52 ; imported deal, 88 ; marquetry 
and veneering, 52; oak carcases, 87, 91, 92; 
polishing of walnut, 121; Virginia walnut wood, 
42, 45. 


scarcity 


l= 

Faked furniture: “atmosphere” lacking in, 252 ; 
appearance of deal carcasing and drawers in, 259 ; 
bachelor chests, 260 ; blue paper linings to drawers 
of, 261; carving on, 269; chairs, 271, 274; 
cleanliness of drawer linings as possible indication 
of, 252 ; comparison between surfaces of, and those 
of genuine pieces, 266; detection by indication on 
surface of wood of other previous use, 267 ; detection 
by appearance of veneer jointing, 265 ; dovetailing 
in, 261 ; early 18th century couch, 273 ; examina- 
tion of, for possession of original surface, 267 ; exam- 
ination of locks, handles and screws on suspected, 
268 ; “‘ love seats, 271 ; old oak carcases for walnut 
veneer, 259; scrutiny of unpolished surfaces for 
detection of, 258 ; sets of chairs, 273 ; settees, 271 ; 
shellac polish on, 263; signs on drawer linings of 
previous use in another piece, 261; single chairs 
converted into arm-chairs, 273; spurious fitments for 
bureau bookcase, 259; spurious pie crust edges on 
genuine plain tops of tables, 270; stools, 271 ; 
tripod tables with needlework tops, 260 ; upholstered- 
back dining chairs, 273; walnut card tables with 
petit-point needlework tops, 260; walnut bureau 
bookcase, 259; walnut pedestal writing tables, 
262 ; walnut veneer on, 259 ; walnut veneering of 
Victorian oak pieces, 262; warnings to collectors 
on, 252; wing arm-chair, 272; worm-holes in, 274. 

Faker, skill of, not to be despised, 276. 

Faking: 2513 altering Continental walnut pieces to 
resemble English, 254; a scarce type of sofa table, 
254; by alteration and adaptation of old pieces, 
253 ; by construction of new pieces from old material, 


308 INDEX TO LETTERPRESS 


Faking—continued. 

257; carving legs of old mahogany tripod tables, 

270; colour of old walnut by acid fuming, 262 ; 

commode chairs into ordinary chairs, 257 ; convert- 

ing wall clocks into rare ‘‘ grandmother” clocks, 

254; constructing new drawers out of old ones, 

260 ; covering drawer linings and mirror backs with 

old newspapers, 261; difficulty in imitating old 

unpolished surfaces, 257; difficulty in making 
passable new constructions, 257; difficulty in ob- 
taining fine quality wood for, 275; dirtying inter- 
stices and background of carving, 263 ; encourage- 
ment of, by present high prices of old furniture, 

251; general remarks on, 275; giving appearance 

of wear on drawer runners, 260 ; greater skill to-day 

in, 251; imitating bleached effect on old walnut, 

265; imitating colour of old mahogany and old 

walnut, 262; imitating wear on arrises and edges, 

270; knowledge of craftsmanship a_ protection 

against, 275; knowledge of woods a_ protection 

against, 275; “marrying” divorced tops and 
bottoms of bureau bookcases, 254; modern veneer 
to look old, 261; pictures, Hogarth’s reference to, 

251; presence or absence of dirt as possible indica- 

tions of, 252; quality of craftsmanship in, limited 

by cost, 275; screws for use in spurious pieces, 

269; use of ultra-violet rays for bleaching woods, 

263; waxing and dusting drawers and _ linings, 

260. 

Feather or herring-bone inlay on fronts of walnut 
pieces, 108. 

Figure: of Cuban mahogany, 167; of Honduras 
mahogany, 167; absence of, in San Domingo or 
Spanish mahogany, 167; of walnut wood, 42, 48, 
51, 60, 67, 68. 

Fitness to purpose as a factor in good design, 4. 

Flemish : drawers, flush-fronted, 38 ; floral marquetry, 
75; marquetry furniture, 130; motifs in Puritan 
furniture, 28 ; veneered walnut furniture, 130. 

Floral marquetry. See Marquetry. 

Flush-bottom drawers, 98. 

Flush fronts to walnut drawers, 38. 

Foot : 

Claw and ball, in walnut furniture, 36, 37; in 
mahogany furniture, 197. 

Club, to cabriole leg on mahogany card tables, 
172; to mahogany dining table legs, 168; to 
round, straight walnut table leg, 86. 

Paw, in walnut furniture, 35, 47. 

Scroll, to cabriole leg in mahogany, 177, 

Foreign craftsmen working in England in time of 
Queen Anne, 79. 

Foreword, by Mr. Percival D. Griffiths, VII. 

Fraudulence of reconstructed pieces sold as genuine, 257. 

French : 
drawer pieces with flush-fronts, 38. 
marquetry, characteristics of, 82 ; ebony background 

to, 82; furniture, 130. 
motifs, in Chippendale’s Director, 35, 178; in old 


English furniture, 3; in Puritan furniture, 28. 


French—continued. 
polish, on walnut furniture, 129 ; ruin of old furniture 
with, 20. 
veneered walnut furniture, 130. 
Fret ornament, Chinese and Gothic, 185. 
Fronts: Bombé, 35, 134; serpentine, 185. 
Fruitwood furniture: drawer mouldings in, 41; 
period of, 16. 
Fruitwoods, herring-bone parquetry of, 86. 
Furniture : 
esthetic value of old, 4. 
appreciation of old English, 4. 
ash, 60. 
beech, 60. 
characteristics of Charles II., 3. 
chestnut, 60. 
Cromwellian period, 57. 
date of veneered and marquetry, 57. 
elm, 60. 
faking. See Faking. 
foreign element in old English, 3. 
general principles in old English, 3. 
Jacobean period, 57. 
Kent School of, 174. 
Mahogany. See Mahogany. 
Oak, of the Charles II. period, 573; of the walnut 
period, 60. 
over-restoration of, as affecting value, 279. 
patina or surface condition of, 20, 129, 208. 
periods of old English, 15, 16. 
restored. See Restored. 
revolutionary changes in, during the Charles II. 
period, 52. 
styles in old English, 3. 
veneered. See Veneered. 
walnut. See Walnut. 
Fustic wood in marquetry, 80. 


G 


Gambogium stain for walnut, 124. 

Gate-leg tables. See Tables. 

Gentleman and Cabinet Maker’s Director, The, by ‘Thomas 
Chippendale, 10, 15, 178. 

George I. furniture : characteristics of, 3 ; in mahogany, 
16; quality of cabinet work in, 19 ; walnut spinet, 
36. 

George II. furniture, characteristics of, 3. 

Georgian furniture, characteristics of, 3. 

German : 
marquetry, characteristics of, 82; contemporary 

with English, 130; ‘‘ seaweed” variety of, 77. 
veneered walnut furniture, 130. 
Gibbons, Dr. William, and the first use of mahogany 
for furniture, 167. 
Gothic : 
fret ornament, 185 ; furniture of early 16th century 
school, 15. 

motifs, a bad break in English furniture design, 182 ; 
in Chippendale’s Director, 10, 178; in English 
furniture, 3, 10, 35. 
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Grades of old English furniture, 16, 19. 

Grain in walnut, Evelyn’s reference to filling-up of, 126. 
Griffiths, Mr. Percival D., Foreword by, VII. 

Gum lac varnish for walnut, 122. 


H 

Handles, examination of, on suspected faked furniture, 
268. 

Herring-bone : banding on sides of German walnut 
pieces, 135; inlay on fronts of walnut pieces, 37, 
38, 108, 172; laburnum parquetry, 86. 

High-grade and lower-grade furniture, 16, 19. 

Hogarth, William: references in his Analysis of Beauly 
to faking pictures, 2515; to fitness for purpose, 4. 

Holly : 
inlay on fronts of walnut pieces, 108. 
wood : in arabesque marquetry, 76; in marquetry, 
80; in Stuart marquetry, 68. 

Honduras mahogany: extensive use of, 189; fine 
figure of, 172; introduction of, 167. 

Huguenot cabinet-makers of Stuart walnut furniture, 
78. 

Hunter, Dr., his edition of Evelyn’s Sylva, 45, 48, 51, 
88. 

I 

Ince and Mayhew, cabinet-makers, 181. 

Inlay on fronts of walnut pieces: boxwood, 108 ; 
checker band, 108; herring-bone or “ feather,” 
108, 172; holly wood, 108. 
on sides of walnut pieces, 108. 

Italian marquetry furniture, 130; veneered walnut 
furniture, 130. 

Ivory inlay in marquetry, 80 ; in Dutch marquetry, 82. 


J 
Jacobean furniture period, 15, 16, 57. 
Jensen, Gerreit, or Johnson, Gerrard, cabinet-maker in 
Stuart period, 78, 79. 
Juglans nigra (North American walnut), 42. 
Juglans regia (European or commor walnut), 42. 


K 
Kent, William, as a designer of furniture, 174. 
Kingwood: mouldings on walnut furniture, 107 ; 
oyster-shell parquetry, 85. 
L 


Laburnum: herring-bone parquetry ;  oyster-shell 
parquetry, 68, 75, 85. 
Lace boxes, parquetry decorated, 86. 
Lacquer furniture in the Chandos sale, 27. 
Legs : 
baluster-turned, on parquetry table, 86. 
cabriole, carved decoration on, 114; on faked 
stools, chairs and couches, 272, 273 ; high quality 
of, on mahogany furniture, 168, 172, 197; on 
walnut furniture, 47. 
carving on, of walnut tables and chairs, 108. 
elm, to walnut tables, 47. 
on walnut furniture, 28. 
round, straight, with club foot, 86; to mahogany 
dining tables, 168. 
spiral, on parquetry table, 86. 


Lignum vitae: oyster-shell parquetry, 85 ; writing desk 
in the Chandos sale, 86. 

Linings, drawer. See Drawer. 

Linseed oil polish for oak and mahogany furniture, 126. 

Lion mask motif, 35, 177. 

Lock, Mathias, cabinet-maker, 181. 

Locks: on Dutch walnut furniture, 133; on faked 
furniture, 268 ; on German walnut furniture, 135 ; 
Square-shaped, 82 ; tall-shaped, 82. 

Locust wood in marquetry, 80. 

Long-case clocks : 

Dutch walnut, 134. 
Faking a “ grandmother,” 254. 
Marquetry, 76, 77, 78, 79. 
arabesque, 77. 
nkoneall, We), 7/7 
Parquetry, 86. 

Louis XV. characteristics in Victorian furniture, 9. 

“LOWS Seas, ake, P71! 

Lower grades of furniture, 16, 19, 59, 60. 


Mi 
Mahogany and walnut furniture, comparison of carving 

on, 119. 

Mahogany cabriole legs, carved decoration on, 108, 114. 
Mahogany furniture: 167. 

Beneficial effect of domestic polishing on, 208. 

Bookcases, of the Kent School, 174, 177; bureau, 
Al. 

Cabinets, 171; of the Kent School, 174, 177. 

Cabriole legs on, 168, 172, 197. 

Carving on early, 190. 

Chairs, 171; of the Kent School, 174. 

Chests-with-drawers, with serpentine fronts, 185. 

Colour: mellowed, 203, 208; original, 203. 

Commodes, with serpentine fronts, 185. 

Construction and workmanship of, 190. 

Cupboards, pot, with serpentine fronts, 185. 

Designers of, 173. 

Examination of suspected faked, for original surface, 
267. 

Faking pedestal writing desk, 253. 

Grades of, 171. 

Introduction of, 167. 

Patina on old, 20. 

Periods of, 15. 

Polishing of, 197. 

Quality in, 192; carving on, 192. 

Settees, 171. 

Sideboards with serpentine fronts, 185. 

Sxolligl, 7/il, 17, WO, 

Stools, 171. 

Tables: card, 171, 185; dining, 171; marble- 
topped, 171; side, with serpentine fronts, 185 ; 
tripod tea, 168, 171; writing, 171. 

Value of old, an encouragement to faking, 251. 

Neneeredae lL 7 ys 191 

Wardrobes, with serpentine fronts, 185. 

Mahogany wood: as a medium for carving, 167, 

168 ; Cuban, 167, 189 ; differences between walnut 
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Mahogany wood—continued. 


wood and, 167; difficulties in faking surface of 


soft, 264; distinction between Spanish and Cuban, 
189; Honduras, 167, 189; introduction of, 3, 


167 ; Spanish or San Domingo, 167, 186; use of 


old, in making faked pieces, 264. 
Manwaring, Robert, Cabinet-maker, 181. 
Maple wood: use of burr veneer of, 68, 133. 
Marble tops to mahogany tables, 171. 
Marquetry : 
acanthus scroll, 68, 75. 
arabesque, 68, 76. 
Boulle’s influence on the design of arabesque, 76. 
carcases for fine, 87. 
characteristics of, Dutch, Flemish and French, 82. 
coloured woods used in, 80. 
comparison of English and foreign craftsmanship in, 
Oly Theos, Whe 
Dutch, 134; Dutch arabesque, 82; Dutch 
DISea weed en A/ic 
dyeing or staining woods for, 75. 
endive, 77. 
English, 28, 68, 75, 76. 
Flemish, 134; Flemish floral, 75. 
Floral, 68, 75, 76, 135; saw cuts in, 80; shading 
bay, toi, toll), roll ln 
Dutch, “ chopping-in” of, on old Dutch pieces, 
during 19th century, 81. 
French, ebony background in, 82. 
German, 77, 82. 
Ivory inlay added in 19th century to, 82. 
St Rersvamere dite. 
“seaweed,” 77; kingwood surrounds to, 77, 85. 
Shading of floral, 57, 80, 81, 82. 
Stuart, floral, 68; parquetry in conjunction with, 
82; varieties of, 68. 
William and Mary, 76, 77. 
Marquetry furniture: 3, 68. 
bureau bookcase, 77. 
cabinets, 75. 
chairs, 77. 
chests-with-drawers, 75. 
date of, 57. 
Dutch, German, Flemish, French and Italian, 130. 
locks to drawers of, English and Dutch square, 82 ; 
Flemish and French tall, 82. 
long-case clocks, 75, 77, 78. 
mirror frames, 75. 
tables, 75. 
Mask decoration on mahogany pieces, 177 ; on walnut 
jerkacress, Bis). 
Mirror : 
doors, Dutch, 134. 
frames, marquetry, 75; parquetry, 86. 
Mirrors, toilet : mahogany, 172 ; Virginia walnut, 172. 
Mother-o’-pearl inlay in 19th century marquetry, 82. 
Motifs : 
Chinese, 3, 10, 35; a bad break in English design, 
182 ; in Chippendale’s Director, 178. 
collar, on cabriole leg, 278. 


Motifs—continued. 

dog head, in walnut furniture, 35; in mahogany 
furniture, 177. 

Dutch, in Puritan furniture, 28. 

eagle head, in walnut furniture, 35 ; in mahogany 
furniture, 177; in Stuart marquetry, 68. 

Flemish, in Puritan furniture, 28. 

I'rench, 35; in Chippendale’s Director, 178; in 
Puritan furniture, 28. 

Gothic, 3, 10, 35; a bad break in English design, 
182; in Chippendale’s Director, 181. 

Lion mask, in walnut furniture, 35 ; in mahogany 
furniture, 177. 

Mask head, in walnut furniture, 35 ; in mahogany 
furniture, 177. 

Shell and leaf on cabriole mahogany legs, 172. 

Mouldings : 

and bandings on walnut furniture, 100. 

cross-grained walnut, 19; faked do., 261. 

deal bases to, on mahogany veneered pieces, 192. 

in inferior woods, for drawers of country pieces, 41. 

kingwood, on walnut furniture, 107. 

on Continental walnut furniture, 133. 

on drawers of walnut furniture, 36. 

on inferior walnut furniture, 107. 

olive wood, on walnut furniture, 107. 

solid, on mahogany furniture, 172. 


N 

Nailing of late 17th century drawers, 19. 

Needlework, scarcity of 18th century examples of, for 
furniture, 260. 

Newspapers, use of old, for faking appearance of age 
in drawers, etc., 261. 

Nineteenth century marquetry ‘“‘ chopped-in’”’ to old 
Dutch walnut pieces, 81, 82. 


O 
Oak : 
furniture : 
drawer bottoms of Jacobean, 98. 
drawer mouldings in, 41. 
of the Charles II. period, 57. 
of the walnut period, 60. 
periods of, 16. 
wood : 
carcases of. See Deal Carcases. 
detection of new, in faked pieces, 259. 
drawer linings to Stuart walnut furniture, 60. 
tops to gate-leg tables with walnut underframe, 168. 
use of old, for carcases of spurious walnut pieces, 
259), 
variation in colour of, in faked furniture, 259. 
veneer, burr, in walnut period, 68. 
Ouse: 
polish for mahogany furniture, 197, 198, 204. 
varnishing of walnut pieces, 126. 
Olive wood : 
mouldings on walnut furniture, 107. 
oyster-shell parquetry, 68, 75, 85. 
Stalker’s description of varnishing, 121, 122. 
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Orange wood in marquetry, 80. 

Ornament : a small factor in the design of furniture, 
15; excess of, 9, 10, 15; principles governing, 9. 

Ovolo lip moulding on walnut drawers, 38. 

Oyster-shell parquetry, 68, 75, 82, 85, 86. 


Panel : a 
backs to veneered mahogany pieces, 191. 
fronts to walnut pieces, bordered, 107. 

Paper, blue, pasted in drawers of faked pieces, 
261. 

Parquetry : 

Dutch, 134; Dutch, ivory or bone inlay in, 82. 
herring-bone, of laburnum, fruitwoods and yew, 86. 
in conjunction with Stuart marquetry, 82. 

oyster shell, in various woods, 68, 75, 82, 85. 
pieces usually decorated with oyster shell, 86. 
walnut furniture, 27, 60, 82, 85. 

Patina: 20; faking imitation of genuine, 263; on 
mahogany furniture, 208; on walnut furniture, 
20, 129. 

Paw foot: in walnut furniture, 35, 47. 

Pearwood in marquetry, 80. 

Pedestal dressing tables. See Tables. 

Pediment, broken, in Kent School furniture, 177. 

Pepys, Samuel: references in his Diary to a walnut 
inlay table, 52; to Scottish deal, 88. 

Periods of old English furniture, 15, 16, 57. 

“ Persian”? marquetry, 77. 

Petit-point needlework on faked walnut card and tripod 
tables, 260. 

Pine: carcases, 87, 88, 91; panelling, 88. 

Plane wood in marquetry, 80. 

Plum wood, burr veneer of, in walnut period, 68. 

Polish : 
differences between old and French, on walnut 

pieces, 129. 
shellac, used by fakers, 263. 

Polishing: beeswax, 20, 123; beneficial effect of 
domestic, 208; faker’s methods of, 262; French, 
20; of Dutch walnut furniture, 134; of mahogany 
furniture, 197 ; of walnut furniture, 119, 126. 

Rretaces ole 

Prince wood in marquetry, 80. 

Principles: general, in old English furniture design, 
3; of good design in furniture, 4. 

Proportion as a factor in good design, 4, 9. 


Qualities of walnut and mahogany woods, comparison 
of, 167. 

Quality : in carved decoration on mahogany pieces, 
192 ; in Continental walnut pieces, 133 ; in mahog- 
any pieces, 168, 190, 192 ; in old English furniture, 
generally, 15, 19; in walnut furniture, points 
denoting high, 102, 129; points denoting poor, 
107 ; of cabinet work in Charles I. and George I. 
furniture, 19; of craftsmanship in faked pieces, 
275; of carving on walnut pieces, 114. 

Quarter-cut oak for drawer linings, 91. 
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Quartering in walnut veneering, 67. 
Queen Anne walnut furniture, 28; drawers of, 36; 
motifs of design in, 4; period of, 15, 16. 


R 
Red sandars wood in marquetry, 80. 
Restored pieces : 276 ; comparison between faked and, 
278; fraudulence of, if sold as untouched, 257. 
Rosewood in marquetry, 80. 
Runners, drawer. See Drawer. 


Ss 

Sandal-wood in marquetry, 80. 

Satinwood : 
furniture, period of, 16. 
shellac varnishing of, 198. 

Saw cuts in floral marquetry, 80. 

Saw, timber, worked by water power, 66, 67. 

Scotch pine for carcases, 87, 88. 

“Scratch ” beads on walnut fronts, 107. 

Scratches and indentations on genuine pieces as aid 
to detecting faking, 266. 

Screws: on genuine pieces, compared with faked 
pieces, 268. 

Scroll foot to cabriole legs on mahogany pieces, 177. 

“ Seaweed ” marquetry, 77 ; with Kingwood parquetry 
surrounds, 77, 85. 

Secretaire bookcase, walnut, faking a, 253. 

Serpentine fronts to mahogany pieces, 185, 191. 

Settees : carving on walnut, 108 ; faked, 271 ; mahog- 
any, 171. 

Shellac: polishing of satinwood, 198; varnish for 
walnut pieces, 122, 123. 

Sheraton, Thomas: references in his Cabinet Dictionary 
to—Cuban and Honduras mahogany, 189 ; polishing 
mahogany, 197, 198, 203, 204; supersession of 
walnut by mahogany, 22; Virginia walnut, 45, 
48 ; wax polishing of chairs, 203, 204. 

Sides, stained deal, on poor quality walnut pieces, 
107. 

Sideboards, mahogany, with serpentine fronts, 185. 

Side tables. See Tables. 

Skill in modern faking, 251. 

Society of Upholsterers and Cabinet Makers, 181. 

Sofa tables. See Tables. 

Solid mahogany furniture, 171, 172, 190. 

Spanish or San Domingo mahogany, 186. 

Spinet, walnut, 36. 

Spiral twist turning, 78, 79. 

Spruce wood for carcases, 88. 

Staining walnut pieces, 124. 

Stalker, John: references in his Treatise of Japanning 
and Varnishing to—dyeing and staining of woods for 
marquetry, 75; stains for walnut, 124; varnishing 
olive wood, 121, 122. 

Stands: mahogany urn, 185; walnut, carving on 
legs of, 108. 

Stools : carving on walnut, 108 ; faked, 271 ; mahog- 
any, 171; Virginia walnut, 172. 

Stretchers on Dutch walnut chairs, 134. 

Stuart marquetry, varieties of, 68. 
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Stuart walnut furniture : cane-back chairs, 97 ; drawers 
in, 36; oak drawer linings to, 60. 

Style: and design of old English walnut furniture, 
28; not to be confused with the design of furniture, 
4. 

Styles : of old English furniture, 3 ; of 17th and 18th 
century furniture, factors determining, 3. 

Subscribers, List of, XIV. 

Sun, action of, on walnut furniture, 125. 

Surfaces, difficulty of faking unpolished, 257. 

Sycamore wood in marquetry, 80. 

Sylva, by John Evelyn: references in, to—burr walnut 
veneer, 60; deal carcases, 87, 88 ; English walnut 
wood, grain filling on, 126; imitation of walnut 
pieces in beech, 52 ; imported deal, 88 ; marquetry 
and veneering, 52 ; oak carcases, 81, 91, 92 ; polish- 
ing of walnut, 121; vogue for walnut furniture, 
52; Virginia walnut wood, 42, 45 ; Hunter’s edition 


of Sylva, 45, 48, 51, 88. 
T 


Table: parquetry decorated oblong, 863; pedestal 
writing, with herring-bone parquetry, 86; tops in 
Virginia walnut, 172. 
Tables : Card, herring-bone parquetry decorated, 86 ; 
mahogany, 171, 172; mahogany, with serpentine 
fronts, 185 ; walnut, with serpentine fronts, 185. 
Centre Tea, mahogany, with serpentine fronts, 185. 
Dining, scarcity of walnut, 168; mahogany, 168, 
NAA, 

Dressing, in Virginia walnut, 172. 

Elm legs to walnut, 47. 

Floral marquetry, 75. 

Gate-leg, mahogany, 168 ; walnut, with oak or elm 
tops, 168. 

Mahogany, with marble tops, 171; with mask 
decoration on legs of, 177. 

Pedestal dressing, in Virginia walnut, 172. 

Side, mahogany, with serpentine fronts, 185. 

Sofa, faking scarce type of, 254. 

Tripod tea : 
mahogany, 168, 171. 
scarcity of, in walnut, 168. 

Walnut, carving on legs of, 108. 

Writing, mahogany, 173. 

Tallboys, inferior walnut, 107. 

Timber, cutting by water power, 66, 67 ; extravagant 
use of, in high-quality walnut chairs, 97. 

Touet mirrors. See Mirrors. 

Traditionalism in walnut furniture design, 41. 

Treatise of Japanning and Varnishing, by John Stalker, 
Thy WML, WP %, IPE 

Twist : rope in Dutch walnut chairs, 134; spiral or 
barley sugar, 78, 79, 134. 


U 


Ultra-violet rays, employed in faking colour of walnut 
and mahogany, 263. 

Unity as a factor in design, 9. 

Urn stands, mahogany with serpentine shape, 185. 


Vv 

Vardy, John, on a Kent chair design, 174. 

Varnish : 
for olive wood, 122. 
for walnut wood, gum-lacc, 122; shell-lacc, 122, 123; 

white, 122, 124. 

Veneer : 

Burr, of ash, cherry, elm, maple, oak, plum, 68 ; 
of walnut, 60, 68 ; of yew, 68. 

Dutch oyster-shell, 82. 

Faking modern to look old, 261, 265. 

Walnut—on spurious pieces, 259 ; straight-grained, 
60, 68. 

Worm Holes on, as an indication of faking, 275. 

Veneered : 
furniture, 19, 57. 
mahogany, 191. 
walnut, 22, 52, 59; Dutch, German, French and 

Italian, 130; Flemish, 130, 134. 
tops of walnut dressing tables, repaired, 278. 

Veneering : mahogany, 1713; Victorian oak pieces, 
faking by, 262; walnut drawer fronts, 67, 97. 

Veneers: Continental walnut for, 45; introduction 
of finely-figured woods for, 3;  oyster-shell, 82 ; 
walnut, cutting of, 60, 67. 

Victorian : motifs in furniture, 4; oak pieces, faking 
by veneering, 262. 

Virginia walnut wood: 42, 45, 48; drawer linings 
of, 91; furniture of, found to-day, 172; markings 
of, 48, 51. 

W 

Walnut furniture : 
bandings on, 100. 

Beads, Cock on, 38, 41, 102, 107 ; “‘Scratch,” 107. 

bombé fronts to, 35, 134. 

bookcases, the Chandos, 27. 

bordered panel fronts of, 108. 

box inlay on fronts of, 108. 

bureau bookcase, with herring-bone inlay on sides, 
108. 

bureaux, inferior, 107. 

carving on, 108, 119. 

Charles II., 19. 

characteristics of Queen Anne, 28. 

cheaper woods used for parts of, 51. 

checker band inlay on fronts of, 108. 

chests-with-drawers, 57, 60, 107. 

classical details in design of, 35. 

claw and ball foot on, 35, 47. 

construction and workmanship of, 97. 

Continental, 130. 

cornices on, 102. 

country solid, 60. 

cross-grained mouldings on, 100. 

design of English as distinguished from Continental, 
130. 

differences between old and French polish on, 129. 

direction of grain in wood of drawer bottoms in, 99. 

dog-head motif on, 35. 

dovetailing of drawers in, 97. 
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Walnut furniture—continued. 

drawer linings to, 91. 

drawer sides in, 99. 

drawers to, 36. 

dustboards in, 99. 

eagle-head motif on, 35. 

egeshell surface on, 123, 125. 

faking of, 253. 

Georgian, 28. 

grey tone of, 125. 

herring-bone or “ feather”’ inlay on fronts of, 108. 

holly inlay on fronts of, 108. 

inlay on sides of, 108. 

legs and stretchers to, 28. 

lion-mask motif on, 35. 

lower grade of, 59, 60. 

marquetry in old English, 28. 

mask head motif on, 35. 

mouldings on drawers of, 36, 100. 

oak carcases for superior, 87. 

oil polishing of, 126. 

old English, 22. 

parquetry in, 28, 60, 82, 85. 

patina on, 20, 129. 

period of, 15, 16, 22. 

points denoting high quality in, 102, 129. 

points denoting poor quality in, 107. 

polishing of, 20, 119, 123, 126, 208. 

popularity of old, 22. 

present high value of, an encouragement to faking, 
251. 

reasons for scarcity of, to-day, 22, 27. 

resemblance of old pieces of, in Virginia walnut, to 
mahogany, 172. 

restored pieces of, more common, than of mahogany, 
MULT 

settees, carving on, 108. 

side-tables, the Chandos marble-topped, 27. 

spinet, 36. 

staining, 124. 

stands, carving on legs of, 108. 

stools, carving on, 108. 

Stuart style, 28. 

style and design of, 28. 

tallboys, inferior, 107. 


vit 


Walnut furniture — continued. 
traditionalism in design of, 41. 
variations in quality of carving on, 114. 
varnishing, 121. 
veneered, 52; 57, 59, 60, 78, 271. 
wax polishing of, 126. 

William and Mary, 28. 

Walnut wood: English, 42 ; European or common, 
42; faker’s methods of imitating old surface of, 
262; furniture found to-day in Virginia, 172; 
scarcity of English, 45 ; Virginia or North American, 
42, 45, 48, 51, 91; scarcity of European in 
early 18th century, 46. 

Walnut wood veneer: burr, 68, 133; on drawer 
fronts, 67 ; on spurious pieces, 259 ; quartering of, 
67; straight-grained, 60, 68; cutting of, 60, 67. 

Wardrobes, mahogany, with serpentine fronts, 185. 

Water-power sawmill for cutting timber, 66, 67. 

Wax polishing of walnut pieces, 126. 

Waxing and dusting of drawers in faked pieces, 260. 

Weymouth or New England pine for carcases, 88. 

White varnish for walnut pieces, 122, 124. 

William and Mary furniture, 15, 16, 28, 36, 76, 
lide 

Woods: cheaper, used in walnut furniture, 51 ; 
coloured, in marquetry, 80 ; dyeing and staining, for 
marquetry, 75; finely figured, for veneers, 3; 
inferior, for drawer mouldings in country pieces, 
41 ; knowledge of, a protection against faking, 275 ; 
periods of different, in English furniture, 16; used 
for carcases, 87 ; used for drawer linings, 87; used 
for marquetry, shading of, 57, 80, 81, 82. 


Workmanship: in mahogany furniture, 190; in 
walnut furniture, 97. 
Worm Holes: greater freedom of mahogany from, 


167; in faked pieces, 274. 

Writing desk of lignum vite in the Chandos sale, 
86. 

Writing table, pedestal, with herring-bone parquetry, 
86. 


Y 
Yew wood: burr veneer of, 68; herring-bone par- 
quetry of, 86; in marquetry, 80;  oyster-shell 
parquetry of, 85. 
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Animal mask decoration. See Mask. 

Applied carved shallow ornament on surface of walnut 
veneered chair, 119, 149. 

Applied fret decoration. See Fret. 

Arabesque marquetry. See Marquetry. 

Armchairs. See Chairs with arms. 

Ash : 
Burr veneer of, 53. 
Herring-bone banding of, 53. 


B 
Bachelor chests (two), Walnut, with 
162. 
Banger, Edward, and Tho. Tompion. 
with movement by, 299. 
“ Barley-sugar ” or English twist turning of legs (dia- 
gram), 79. 
Barometers :— 
Mahogany and gilt, by S. Tod, Edinburgh, 256. 
Walnut, 301. 
Walnut and gilt, by Pat Sulivan, London, 301. 
Walnut and sycamore, 301. 
Portable— 
Ivory, by Daniel Quare, 303. 
Lacquer, black and gold, 302. 
Walnut, by Daniel Quare, 302. 
With English and French Table, by Daniel Quare ; 
case covered in shark’s skin, 302. 
Wall— 
Mahogany, 301. 
Wheel— 
Pearwood ebonised wallcase of unusual design, by 
George Graham, 304. 
Walnut, by J. Hallifax, Barnsley, 255. 
Walnut, standing case, similar to long-case for 
clock, by John Whitehurst, Derby, 256. 
Beads on veneered walnut drawer fronts (diagram), 
101. 
Bears, carved as terminals to legs of mahogany tripod 
fire screen stand, 197, 236. 
Beech back legs to walnut pieces : 
31; single chair, 33; 
chair, 146. 
Beech stool, polished black, 156. 
Bookcase :— 
Bureau. See Bureau-bookcase. 
Walnut, with mirror doors and fret ornament on 
frieze, 105. 
Borders, Crossbanded, to walnut drawer fronts (dia- 
grams), 37. 


folding tops, 


Bracket clock 


two-back settee, 
card table, 46; 


writing 


Bracket :— 
carved wood gilt, 291. 
clocks. See Clocks. 
Bureau :— 


Fall of, showing decoration of “ seaweed”? marquetry 
panels and kingwood parquetry, 77. 


BUG 


Bureau—continued. 
Walnut— 
with burr veneer front, 258. 
writing, with original turned wood knob handles 
139. 
Bureau-bookcase :— 
Mahogany— 
of architectural design, 174, 175, 177. 
upper part of architectural design, 244. 
on short cabriole legs, 191, 245. 
Walnut— 
narrow, 61. 
with double-domed top, 65. 
with carved and gilded lime wood enrichments, 
NOD. Wik, Tit, alle}, wey, 
Bureau dressing table: walnut, 17, 116, 
walnut, with mahogany drawer linings, 137. 
Byron, the poet ; walnut pedestal dressing table, once 
owned by, 93. 


by 


ily c 


Cc 

Cabinet :— 
door, with floral marquetry decoration, 71. 

Fall of Writing, showing floral marquetry decoration, 
76. 

Mahogany, with envelope top, 124. 

Walnut, with mahogany mouldings and scroll pedi- 
ment, 103. 

Cabriole legs, Mask decoration on knees of :— 
Bureau dressing table, walnut (lion), 116, 117. 
Chairs— 

eagle), cherrywood corner, 36. 

(lion), mahogany arm, 191, 209. 

lion with ring), mahogany, single, 117, 179. 

Settees— 

lion with ring), three-back walnut, 29. 

(satyr), two-back walnut, 31. 

eagle), walnut card, 43. 

Tables— 

(lion), mahogany flap, with oval top, 118, 170. 

lion), mahogany frame marble slab console, 191, 
217. 

(lion with ring), mahogany library, 173. 

lion with ring), walnut card, 63, 118. 

Candle :— 
brackets to walnut card table, 128. 
sconces. See Sconces. 
stand, mahogany, in the Chinese-cum-Gothic manner, 

235. 
stand, mahogany tripod, 235. 

Candlesticks, Projecting corners for, on mahogany card 
table, 196. 

Canted corners (with applied fret ornament), mahogany 
dressing table, 183, 186 ; walnut chest-with-drawers, 
131; (with reeded ornament) walnut pedestal 
dressing table, 163. 
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‘ard table : 

Mahogany, 196. 

Mahogany, small, iA 

Mahogany, with projecting corners for candlesticks, 196. 

Walnut, with unusual motif of eagles’ heads on knees 
of cabriole legs, scaled claws to claw and _ ball 
feet, 43. 

Walnut, with back legs of beech, frieze and top of 
burr veneer, decorated with inlaid band of amboyna, 
46. 

Walnut, frieze and top of burr veneer ; trade label 
of Benjamin Crook, cabinet-maker, in drawer, 
47, 182, 264. 

Walnut, rare and unusual example, with four legs 
decorated with lion masks ; serpentine front, 63, 
118. 

Walnut, of straight-grained veneer ; one of the earliest 
forms of this table, 128. 

Walnut, with frieze and top of burr veneer, 164. 

Carved animal head, etc., motifs as terminals to chair 
arms. See Chair arms. 

Carved cresting (elaborate) of soft wood, enclosing 
cipher, to mirror frame decorated with olive wood 
oyster-shell parquetry, 83. 

Carved cresting in mahogany, on Masonic Master’s 
chair, 204, 205. 

Carved shallow ornament glued on surface of veneered 
back of walnut chair, 119, 149. 

Carved wood and gilt :— 
bracket, 291° 
mirror frame, 287. 

Carvings of masks on furniture. See Mask. 

Castlemaine, The Earl of ; his cheque to Mr. Knibb, 
clockmaker, in 1689, 277. 

Catherine of Braganza ; figure in stump needlework 
of mirror frame, 5. 

Chair arm terminals, carved with animal, etc., motifs :-— 
Animal head in walnut, 38, 39. 

Dog’s head in mahogany, 41, 209. 
Eagle head in walnut, 35, 150. 
Lion head in mahogany, 178. 
Lion head in walnut, 41, 149. 

Chairs decorated with marquetry panels: cipher on 
back of walnut writing chair, 78, 146; on splat 
of single walnut chair, 49; on walnut legs of up- 
holstered wing armchair, 49. 

Chairs, Set of : single and arm specimen of set of eight 
single and two arm, in Cuban mahogany, 214 ; 
Two single, of mahogany, undoubtedly once forming 
parts of sets, 215. 

Chairs, Single :— 

Mahogany, with veneered splat on mahogany 
foundation ; lion mask with ring on knees of 
cabriole legs, 117, 179. 

Mahogany, with unusual carved ornament to seat 
mew, PA lay 

Mahogany, one of a pair, 213. 

Mixed woods : walnut, with foundation to splat and 
back legs of beech ; satyr mask decoration on seat 

rail, 33. 
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Chairs, Single— continued. 

Walnut, showing continental influence, 42. 

Walnut, back and seat rail of burr veneer, 45. 

Walnut, with marquetry panel on splat, 49. 

Chairs, Single, upholstered back: Sabicu wood legs 
with gilt enrichment ; original needlework covering 

(colour plate), 2. 

Chairs with arms :— 

Cherrywood corner, with unusual feature of eagle 
head decoration on knees of cabriole legs, 36. 
Chestnut, with petit-point needlework covering, 146. 
Elm writing, of unusual design with five legs ; back 

and seat rail of elm veneer, 153. 
Mahogany, 179. 
Mahogany, showing strong French influence, 198, 
199, 201. 
Mahogany, with well-designed arms, 207. 
Mahogany, with splat of solid wood and carved 
shoe, 203, 208. 
Mahogany, of large dimensions ; exceptionally fine 
proportions and quality, 211. 
Mahogany, Masonic Master’s, with carved cresting, 
204, 205. 
Mahogany writing, with Tudor Rose on cresting ; 
three legs in front and one behind, 151. 
Mahogany upholstered back; arms terminating in 
lion heads, 178. 
Mahogany upholstered back, with petzt-point needle- 
work covering; lion head masks on knees of 
cabriole legs and dog’s head arm terminals, 41, 
IO, ADS) 
Mixed woods; back and seat rail of burr walnut 
veneer ; legs and arms of elm, 148. 
Walnut writing, with oval seat and back of burr 
veneer, 147. 
Walnut writing, with oval seat ; back decorated with 
cipher panel of marquetry, 78, 146. 
Walnut writing, 148. 
Walnut upholstered back— 
with satyr mask decoration on seat rail; petit- 
point needlework covering, 33. 

with petzt-point needlework covering, 50. 

with original petzt-point needlework covering, 120. 

with petzt-point needlework covering, 147. 

with stretcher of unusual design ; original fetit- 
point needlework covering, 150. 

with petit-point needlework coverings (two examples), 
NEY), 

Winged upholstered armchair; mahogany legs, 
petit-point needlework covering (colour plate), IV. 

Winged upholstered armchair ; walnut legs, decorated 
with arabesque marquetry panels, 49. 

Winged upholstered armchair ; walnut legs ; rachet 
mechanism to raise and lower back; original 
gros-point needlework covering, 141. 

Winged upholstered armchair ; walnut legs ; fpetit- 
point needlework covering, 143. 

Winged upholstered armchair; walnut and gilt 
legs ; with petzt- and gros-point needlework covering, 
145. 
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Charles IJ., figure of, in stump needlework on mirror 
frame, 5. 

Cheque: sent by the Earl of Castlemaine in 1689 
to Mr. Joseph Knibb, clockmaker, 277; sent by 
the Earl of Dysart in 1730 to Mr. George Graham, 
clockmaker, 277. 

Cherrywood twist-turned stem and base to stand with 
veneered walnut top, 165. 

Chestnut, armchair of, with petil-point needlework 
covering, 146. 

Chest-with-drawers :— 

Mahogany, as base of library table, 173. 

Top of a, showing marquetry decoration with 
background of holly and pattern of walnut and 
coloured woods, 69. 

Top of a, showing marquetry decoration with back- 
ground of walnut, 69. 

Walnut, with serpentine front and applied fret 
decoration on canted corners, 131. 

Chest-with-drawers on stand :— 

In mixed woods; panels of burr ash veneer with 
surrounds of straight-grained walnut; herring- 
bone banding of ash ; cross-grained mouldings and 
turned legs of yew, 53. 

Walnut, with folding top; made in solid Virginia 
wood, 123. 

Walnut, with the sides made in the solid wood, 55. 

Chests, Bachelor, with folding tops (two examples), 
162. 

Chimney glass, with bevelled glass borders, contained 
in carved gilt moulding, 11. 

Chinese-cum-Gothic manner, Mahogany candle stand 
gl aK, AVE} 

Chinese taste gadrooned moulding on mahogany night 
table, 243. 

Clock, Bracket :— 

Kingwood veneered case ; movement by Nathanael 
Hodges, 297. 

Mahogany case; small, with arched top; move- 
ment by Paul Rimbault, 295. 

Pearwood ebonised case with silver mounts ; move- 
ment by Thomas Herbert, 297. 

Pearwood veneered case, ebonised ; movement by 
Tho. Tompion and Edward Banger, 299. 

Scagliola case, ormolu mounted ; arched top ; move- 
ment by James Tregent, 295. 

Walnut case; three-train chiming movement by 
John Shepley, 292, 293. 

Walnut veneered case ; movement by Joseph Wind- 
mills, 298. 

Clock Door, Long-case :— 

Of small ‘‘ grandmother ” example, showing decora- 
tion with floral marquetry, 72, 80. 

Showing decoration of floral marquetry of the finest 
quality, 73. 

Showing decoration of arabesque marquetry with 
background of holly, 74. 

Clock, Hanging Wall: in black and gold lacquer case ; 
movement by Edward Moor, 255. 

Clock keys, 17th century brass bracket, IX. 


5} 


Clock, Long-case :— 

Case of mahogany of unusual design ; movement by 
John Vale. Formerly the property of Hogarth 
the painter, 288, 292. 

Case decorated with olive wood parquetry ; month 
movement by Joseph Knibb, striking on two bells 
according to the Roman notation, 86, 87. 

Small “ grandmother” example; case decorated 
with floral marquetry ; eight-day movement by 
Christopher Gould, 72, 80, 81. 

Close stools in walnut: example of unusual design, 
lid of stool being formed of two dummy volumes of 
books, 158; example with turned legs typical of 
furniture in the George I. period, 158. 

Cloven-hoof foot on mahogany tripod table legs, 190, 
230. 

Colour Plates :— 

Mirror with glass borders and cresting decorated in 
black and gold verre eglomisé, 249. 

Pair of sconces in walnut frames containing panels 
of petit-point needlework, 23. 

Upholstered back chair; legs of Sabicu wood with 
enrichment gilt ; original needlework covering, 2. 

Winged armchair with mahogany legs ; upholstered 
in the original fine stitch felzt-point needlework, IV. 

Console table, Marble slab: on mahogany frame, 
182 ; on mahogany frame with lion masks on knees 
of cabriole legs, 191, 217. 

Corner night table of mahogany, with Chinese taste 
gadrooned moulding to top, 243. 

Cornice :— 

Construction of, on mahogany and walnut furniture ; 
sectional details (diagrams), 102. 

On mahogany bureau bookcase, showing unusual 
key dentil, 174. 

On Walnut bureau bookcase (detail and measured 
drawings), 109, 111, 112. 

Cresting, elaborate carved, of soft wood, enclosing 
cipher, to mirror frame decorated with olive wood 
oyster-shell parquetry, 83. 

Crook, Benjamin, cabinet-maker ; ‘Trade label of, in 
drawer of walnut card table, 182. 

Crop and whip stand of mahogany, with turned rails 
and stretchers, 242. 

D 

Decanter stand (Irish) of mahogany, with typical 
webbed claw and ball foot, 247. 

Decoration, Carved, of masks, animal heads, etc. :— 
On carved wood and gilt bracket : mask, 291. 

On friezes of tables: Lion head, 219; Mask, 226. 

On knees of cabriole legs: Lion head, 116, 117, 
118, 170, 191, 209; Lion head and ring, 29, 
63, 117, 118, 173; 179; Eagle head; 36, 43. 

On mahogany tripod powder stand: Eagle head, 
242. 

On seat rails of chairs and settees : 
Sls Skee 

On tripod furniture legs: Bears (as terminals), 
197, 236; grotesque mask, 192, 227; satyr 
head, 190, 230. 


Satyr head, 
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Decoration, Carved, etc.—continued. 

On terminals of chair arms: Animal head, 38, 39 ; 
Dog’s head, 41, 209; Eagle head, 35, 150; 
Lion head, 41, 149, 178. 

Dials, Clock : movement by Christopher Gould, 81 ; 

movement by Joseph Knibb, 87. 

Doors, Mirror. See Mirror. 

Double-domed top to walnut bureau bookcase, 65. 

Dovetailing of drawers with veneered walnut fronts 
(diagrams), 58. 

Drawer :— 

bottoms, Construction of, in walnut furniture (dia- 
grams), 58. 

fitments of mahogany dressing table; details of, 
185. 

fronts :— 
details of mouldings decorating walnut veneered 

(diagrams), 37. 
details of mouldings surrounding walnut veneered 
(diagrams), 101. 

interior, faked out of old wood, showing worm 
tunnels exposed longitudinally, 274. 

lock: English-Dutch square-shaped, 81; Flemish- 
French tall, 82. 

Drawers and pigeon-holes to interior mahogany bureau 

bookcase ;_ detail, 177. 

Drawers :— 

Dovetailing of, in walnut veneered furniture (dia- 
grams), 58. 

Dustboards to: Construction of, in walnut veneered 
furniture, 101. 

Dressing table :— 

Laburnum herring-bone parquetry decorated : with 
original mirror ; handles not original, 89. 

Mahogany with serpentine front: drawer fronts and 
cupboard door veneered with finely-figured Cuban 
mahogany : canted corners with finely-cut applied 
fret: top drawer fitted with toilet mirror and 
poxes, 1835) 18558186; 

Mixed woods: Veneered with walnut ; turned legs 
and cross stretchers of elm, 127. 

Walnut, on cabriole legs of unusual design, 92. 

Walnut, with serpentine top; drawer fitted with 
boxes and compartments, 67. 

Walnut bureau ; front of finely-figured burr veneer ; 
drawer linings of Virginia walnut, 17. 

Walnut bureau ; with drawer linings of mahogany, 
Nef. 

Walnut bureau ; unusual example with cabriole legs 
decorated with lion masks ; front of burr veneer ; 
drawer linings of Virginia walnut, 116, 117. 

Walnut pedestal ; large example of type, with pull- 
out slide under top, supported by lopers ; canted 
corners with reeded ornament, 95. 

Walnut pedestal ; with lift-up top disclosing com- 
partment containing mirror and fitted toilet-boxes, 
once owned by Byron, the poet, 93. 

Walnut pedestal, 163. 

Walnut pedestal ; canted corners, with reeded orna- 
ment, 163. 


Dumb waiter (Irish ?), of extremely unusual design : 
Mahogany tripod, legs carved with eagle feathers 
and scales, and terminating in claws grasping 
blocks, 197, 239. 
Dustboards to drawers of walnut veneered furniture, 
Construction of (diagrams), 101. 
Dysart, The Earl of: his cheque sent to Mr. George 
Graham, clockmaker, in 1730, 277. 


[= 
Eagle claw foot. See Foot. 
Eagle head decoration. See Decoration and Mask. 
Edges to veneered walnut drawer fronts (diagrams), 37. 
Elm :— 
arms and legs to writing chair with walnut back and 
seat rail, 148. 
legs to table veneered with lignum vite and olive wood, 
84. 
writing chair with five legs, 153. 
English-Dutch square-shaped type of drawer lock, 81. 
English or ‘“‘ barley-sugar ”’ twist turning of legs (dia- 
gram), 79. 
Enrichments, Gilt. See Gilt. 
Envelope top to mahogany cabinet on stand, 124. 


FE 

Faked drawer interior, made of old wood but showing 
worm tunnels exposed longitudinally, 274. 

Faked walnut veneer with herringbone inlay, 264. 

Fire screen) -— 

Gilt gesso stand, with panel painted on canvas in 
imitation of tapestry, XIII., 289. 

Mahogany tripod stand, with panel of fpetit-point 
needlework, and crouching bears carved as ter- 
minals to legs, 197, 236. 

Mahogany tripod stand, with panel of peézt-point 
needlework, and claw and ball feet, 236. 

Mahogany tripod stand, with leg terminals of eagle’s 
claws grasping blocks; panel of fine-stitch petzt- 
point needlework, 237. 

Fitted drawer of mahogany dressing table, detail, 185. 

Flap table: Mahogany, with oval top (two examples), 
169 ; mahogany, with animal masks carved on knees 
of cabriole legs, 118, 170. 

Flemish-French tall type of drawer lock, 82. 

Floral marquetry. See Marquetry. 

Foot, Unusual types of: Bear (leg terminal), 197, 
236; Cloven hoof, 190, 230; Eagle claw, 242 ; 
Eagle’s claws grasping block (leg terminal), 197, 
Ee, Pc 

Frames :— 
for pier glasses. See Pier glasses. 
for mirrors. See Mirrors. 
for sconces. See Sconces. 

French-Flemish tall type of drawer lock, 82. 

Fret ornament, Applied; on canted corners of 
mahogany dressing table, 183, 186; on canted 
corners of mahogany wardrobe, 186, 187 ; on canted 
corners of walnut chest-with-drawers, 131; on frieze 
of walnut bureau bookcase with mirror doors, 105, 
107. 


INDEX TO ILLUSTRATIONS 3.19 


Fret, Pierced, gallery of mahogany tea table, 193. 
Fromanteel, Johannes ; Bracket clock with movement 
by, 300. 


G 

Gadrooned moulding in Chinese taste to cornice of 
mahogany corner night table, 243. 

Gallery top to mahogany tea table, 193 ; to mahogany 
tripod table, 194; to mahogany tripod table, 227. 

Games table, walnut, 165. 

Gesso, Gilt : frame to mirror, with cresting surmounted 
by a coat of arms, 13; frame to mirror, 279, 280 ; 
fire screen stand, with panel painted on canvas in 
imitation of tapestry, XIIJ., 289; toilet mirror 
frame, 95. 

Gilt enrichments : of carved deal on walnut Master’s 
chair, 39; of carved lime wood on walnut bureau 
bookcase, 109, 111, 112, 113, 115; on mahogany 
barometer, 2563; on mirror frame veneered with 
walnut, 280; on Sabicu wood legs of upholstered 
back chair (colour plate), 2; on walnut legs of 
upholstered wing armchair, 145 ; on walnut mirror 
frame of unusually bold design, 285. 

Gilt mouldings: containing chimney glass with 
bevelled glass borders, 11 ; on mirror frame decora- 
ted in green and gold verre eglomisé, 281 ; on mirror 
frame veneered with walnut, 280 ; on walnut mirror 
frame of unusually bold design, 285. 

Gould, Christopher, clockmaker; ‘ grandmother ”’ 
long-case clock movement by, 80. 

Graham, George, clockmaker: wheel barometer by, 
304; cheque paid to him by the Earl of Dysart 
SOW 2dr s 

‘* Grandmother ” long-case clock, decorated with floral 
marquetry : movement by Christopher Gould, 80, 81. 

Gros-point needlework. See Needlework. 

Grotesque mask decoration. See Mask. 


Hi 

Hallifax, J., maker of wheel barometer in walnut case, 
255. 

Hand-filed screw, made prior to 1760, 269. 

Handles, Original turned wood knob, on walnut writing 
bureau, 139. 

Hanging wall clock in black and gold lacquer case : 
movement by Edward Moore, 255. 

Herbert, Thomas: Bracket clock with movement by, 
DOT e 

Herring-bone :— 
banding of ash on chest-with-drawers with stand, 53. 
inlay : on faked walnut veneering, 264 ; on drawer 

fronts veneered in walnut (diagrams), 37. 

laburnum parquetry on dressing table with original 
mirror, 89. 

Hodges, Nathanael : Bracket clock with movement by, 
297. 

Hogarth, William, the painter: mahogany long-case 
clock, formerly the property of, 288, 292. 

Holly background: on marquetry top of chest-with- 
drawers, 69; to arabesque marquetry on door of 
long-case clock, 74. 


Holly background to acanthus scroll marquetry, 69 ; 
inlay on top of table veneered with lignum vite, 85. 


! 

Inlay. See Herring-bone and Holly. 

Irish: mahogany decanter stand, 247; mahogany 
dumb waiter (? Irish), 197, 239 ; mahogany tripod 
table with knees of legs decorated with satyr masks, 
230; typical webbed claw and ball foot, 247. 

Ivory inlay: for Jasmine flowers in floral marquetry 
decoration on door of cabinet, 71 ; stained green for 
foliage in floral marquetry decoration, 71, 76. 

Ivory portable barometer, by Daniel Quare, 303. 


K 

Kent, William: Furniture characteristic of his school 
of design; mahogany bureau bookcase, 244 ; 
mahogany library table, 173. 

Keys, Bracket clock: 17th-century brass, IX. 

Kingwood : Bracket clock, veneered with ; movement 
by Nathanael Hodges, 297 ; Parquetry surrounds of, 
to seaweed marquetry panels on fall of bureau, 77. 

Knees of cabriole legs decorated with carved motifs. 
See Decoration and Mask. 

Knibb, John, Oxford : Bracket clock with movement by, 
300. 

Knibb, Joseph, clockmaker : cheque sent to him by 
the Earl of Castlemaine in 1689; long-case clock 
with movement by, 86, 87. 

Knob handles of walnut, Original turned-wood, on 
writing bureau, 139. 

L 

Label, Trade, of Benjamin Crook, cabinet-maker, in 
drawer of walnut card table, 182. 

Laburnum herring-bone parquetry on dressing table, 
with its original toilet mirror, 89. 

Lacquer decoration, Black and Gold: on case of 
hanging wall clock, 255; on case of portable baro- 
meter, 302 ; on softwood frames to pier glasses (two 
examples), 284. 

Lathe-made screw, dating 1760-1850, 269. 

Letter rack, Mahogany, 189. 

Library table, Mahogany, with fold-over top and base 
of chest-with-drawers, 173. 

Lignum vite, Table top veneered with, inlaid with 
geometrical design in holly, 85. 

Lime wood, Carved enrichments of, gilt, on walnut 
bureau bookcase, 109, 111, 112, 113, 115. 

Lion head terminals to arms of chairs. See Chair arms. 

Lock, Drawer: English-Dutch square-shaped type of, 
81; Flemish-French tall type of, 82. 

Long-case clock. See Clock. 


M 

Machine-made screws, 269. 

Mahogany : barometer, see Barometer ; Bracket clock, 
see Clock ; Bureau bookcase, see Bureau ; Cabinet 
on stand, with folding envelope top, 124; Card 
table, see Card table; Chairs, see Chair ; Corner 
night table, with Chinese taste gadrooned moulding 
to the top, 243 ; Decanter stand (Irish), with typical 
webbed claw and ball feet, 247 ; Dressing table, see 
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Mahogany—continued. 

Dressing table; Flap tables with oval tops (two 

examples), 169; Flap table, with animal mask 

decoration on knees of cabriole legs, 118, 170; 

Frame to marble slab tables, see Marble Slab tables ; 

Frame to Scagliola slab table, with serpentine front, 

225: Furniture, construction of cornices to (dia- 

erams), 102; Letter rack, 189 ; Library table, with 

fold-over top on base of chest-with-drawers, 173 ; 

Long-case clock, see Clock ; Powder stand, unusual 

example, with eagle head motif and claw feet, 242 ; 

Reading stand, 241 ; Stool belonging to set of chairs 

(illustrated p. 214), 180; Teapoy, fitted with zinc 

canisters, 243; Tea table, with gallery of pierced 

fret, 193; Tea urn stand, with serpentine-shaped 
top and legs in the French taste, 241 ; Tripod furni- 
ture, see Tripod ; Wardrobe, with serpentine front 
and canted corners, 186, 187; Wine cooler, brass- 
bound, with legs of unusual design, 21 ; Whip and 
crop stand, with turned rails and stretchers, 242. 
Marble Slab table (see also Scagliola) :— 

On mahogany frame, 221; With unusual leaf 
decoration on knees of cabriole legs, 216; with 
exceptionally bold cabriole legs and claw and ball 
feet, 223; with rare type of frieze, 226: 

Onwalnut frame, 25; exceptional walnutexample, 219. 

Marble Slab Console table: on mahogany frame, 
182 ; on mahogany frame with lion mask decoration 
on knees of cabriole legs, 191, 217. 

Marquetry :— 

Acanthus Scroll: in walnut and coloured woods 
with background of holly, on top of chest-with- 
drawers, 69; on top of chest-with-drawers, with 
background of walnut, 69. 

Arabesque : decoration on door of long-case clock, 
74; panels on legs of upholstered wing armchair, 49. 

Decoration on chairs: on splat of walnut chair, 
49 ; panels on legs of upholstered wing armchair, 
49; on back of walnut writing chair, 78, 146. 

Floral : on cabinet door (with ivory inlay), 713; on 
fall of writing cabinet (foliage of ivory stained 
green), 76; on long-case “ grandmother” clock, 
80 ; on door of long-case clock (with ivory inlay), 
72; on door of long-case clock (last and final 
phase), 73: on mirror frame (finest type), 70. 
**Seaweed”’ or “ Endive”’: decoration on frame and 
hood of mirror, 287 ; in panels on fall of bureau, 
with surrounds of kingwood parquetry, 77. 

Mask decoration :— 

Animal: on knees of cabriole legs to mahogany 
flap table, 118, 170. 

Eagle: on knees of cabriole legs to corner chair of 
cherrywood, 36. 

Grotesque : on frieze of mahogany frame to marble 
slab console table, 2173; on frieze of mahogany 
frame to marble slab table, 226 ; on knees of legs 
to mahogany tripod table, 192, 227. ; 

Human : on carved wood and gilt bracket, 291 ; on 
cresting of mahogany Masonic Master’s chair, 204, 
205; on walnut and gilt frame of mirror, 285. 


Mask decoration—continued. 

Lion: on frieze of walnut frame to marble slab 
table, 219 ; on knees of cabriole legs to mahogany 
chair, 191, 209; on knees of cabriole legs to 
mahogany frame of marble slab console table, 
191, 217; on knees of cabriole legs to walnut 
bureau dressing table, 116, 117. 

Lion with ring : on knees of cabriole legs to mahogany 
chair, 117, 179 ; on terminals of pull-out supports 
to fold-over top of mahogany library table, 173 ; 
on knees of cabriole legs to walnut three-back 
settee, 29; on knees of cabriole legs to walnut 
card table, 63, 118. 

Satyr: on seat rail of walnut two-chair back settee, 
31; on seat rails of walnut upholstered back 
chair and single chair, 33; on knees of legs of 
mahogany tripod table, 190, 230; on knees of 
Irish mahogany tripod table, 230. 

Mirror (see also Pier glass) :— 

Frame, carved wood gilt, 287. 

Frame, bevelled glass borders contained in carved 
gilt moulding (chimney glass), 11. 

I'rame, gilt gesso: cresting surmounted by a coat 
of arms, 13. 

Frame, gilt gesso, 279, 280. 

Frame, marquetry, floral, 70. 

Frame, marquetry, seaweed, 287. 

Frame, parquetry of olive wood, 83. 

Frame, stump needlework, enclosed by tortoiseshell 
mouldings (pair), 5, 7. 

Frame, verre eglomisé (black and_ gold) 
plate), 249. 

Frame, verre eglomisé (green and gold), 281. 

Frame, walnut veneer, with carved and gilt enrich- 
ments and mouldings, 280. 

Frame, walnut veneer, with carved walnut mouldings 
and enrichments, candle sconces, 285. 

Mirror back to candle sconce, designed to fit in a corner, 
Doe 

Mirror door: to narrow walnut bureau bookcase, 
613; to walnut bureau bookcase with double-domed 
top, 65; to walnut bookcase, 105; to mahogany 
bureau bookcase, with upper part of architectural 
design, 244. 

Moore, Edward, clockmaker: hanging wall clock, 
with movement by, 255. 

Mouldings: Chinese taste gadrooned to mahogany 
corner night table, 243 ; cross-grained of olive wood 
to table top veneered with lignum vite, 84, 85; gilt, 
see Gilt; mahogany, on walnut cabinet, 103 ; 
surrounding drawer fronts veneered with walnut 
(diagrams), 101; to drawer fronts veneered with 
walnut (diagrams), 37;  tortoiseshell, to stump 
needlework of mirror frames, 5, 7. 


(colour 


Needlework :— N 
Coverings— 
Gros-point ; original, on winged armchair, walnut 
legs, 141 ; (with petzt-point) on winged armchair, 
walnut legs, 145. 
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Needlework— continued. 
Coverings— continued. 

Original, on upholstered back chair, with Sabicu 
wood legs (colour plate), 2. 

Petit-point, on chestnut upholstered back armchair, 
146 ; on mahogany upholstered back armchair, 
209; on walnut upholstered back armchairs, 
33, 50, 147, 155 ; on winged armchair, mahog- 
any legs, IV.; on winged armchairs, walnut 
legs, 143, 145. 

Petit-point original coverings on walnut upholstered 
back armchairs, 50, 120 ; on winged upholstered 
armchair, walnut legs, IV. 

Fire Screen panels—petit-point, 236;  (fine-stitch), 

236, 237. 

Sconce panels, in walnut frames—petit-point (pair) 

(colour plate), 23, 136. 

Stump, borders to mirrors in tortoiseshell mouldings 

(jeune), 5, Mc 

Night table, Mahogany corner, with Chinese taste 
gadrooned moulding to top, 243. 


Oo 

Olive wood oyster-shell parquetry : on door of long- 
case clock, 86; on drawer front of table, 84; on 
mirror frame, 83. 

Ormolu mounted Scagliola bracket clock case, 295. 

Oval walnut stools (pair), 157. 

Ovolo, or lip-moulded, edge to walnut drawer front 
(diagram), 37. 


P 
Parquetry :— 
Kingwood, surrounds to seaweed marquetry panels, 
U7. 


Laburnum herring-bone, on dressing table and toilet 
mirror, 89. 

Olive wood, on door of long-case clock, 86; on 
drawer front of table, 84; on mirror frame, 83. 

Pearwood: bracket clock case of, ebonised, silver 
mounts, 297; bracket clock case veneered with, 
ebonised, 299; wheel barometer case of, ebonised, 
304. 

Pedestal dressing table. See Dressing table. 

Petit-point needlework. See Needlework. 

Pie-crust tops: unusual design of acanthus foliage to 
mahogany tripod tables, 229, 231. 

Pier glass: with bevelled glass borders, 288; with 
bevelled glass borders and shaped glass hood, 283 ; 
pair, with frames of softwood, decorated in black 
and gold lacquer, 284. 

Pigeon-holes and drawers to bureau interior of mahogany 
bureau bookcase, detail, 177. 

Portable barometer. See Barometer. 

Powder stand, Mahogany: unusual example with 
eagle head motif and claw feet, 242. 


Quare, Daniel, Portable barometers by: Ivory (two 
examples), 303; shark-skin covered case, 302 ; 
walnut case, 302. 


R 
Reading stand, Mahogany, on tripod base, 241. 
Rimbault, Paul, clockmaker : small mahogany bracket 
clock with arched top, movement by, 295. 
Rope twist turning, single and double (diagrams), 79. 


S 

Sabicu wood chair legs, with enrichments to gilt, 
upholstered back single chair with original needle- 
work covering (colour plate), 2. 

Satyr mask decoration. See Mask. 

Saw, Framed timber, driven by water power (from 
Evelyn’s Sylva), 66. 

Scagliola: bracket clock case of, ormolu mounted, 
295; slab table of, on mahogany frame, 225. 

Sconce, Candle: on veneered walnut mirror frame 
with carved walnut mouldings and enrichments, with 
mirror back, designed to fit into a corner, 291 ; 
with panels of fpetit-point needlework contained in 
walnut frames (three examples), 23, 136. 

Screen, Fire. See Fire. 

Screws, Examples of hand-filed, lathe-made and 
machine made, 269. 

Scroll-over arm to chair, 119, 149. 

“Seaweed ” or “* Endive’ marquetry. See Marquetry. 

Serpentine front: to mahogany dressing table, 183 ; 
to mahogany wardrobe, 187; to Scagliola slab 
table on mahogany frame, 225; to walnut card 
table, 63; to walnut chest-with-drawers, 131; to 
walnut dressing table, 67. 

Serpentine-shaped top to mahogany tea-urn stand, 241. 

Settee arms, Carved terminals to, of animal head in 
mahogany, 38. 

Settee : walnut two-chair back, with satyr mask on 
seat rail, 31; walnut three-chair back, with lon 
mask decoration, 29. 

Shark-skin case portable barometer, by Daniel Quare, 
302. 

Shepley, John, clockmaker : 
ment by, 292, 293. 

Shoe piece, carved, to solid splat of mahogany arm- 
chair, 203, 208. 

Silver mounts to ebonised pearwood bracket clock case, 
AMY 

Skeleton dial of long-case clock movement, by Joseph 
Knibb, 87. 

Splat, Chair: decorated with marquetry panel, 49 ; 
of solid mahogany with carved shoe piece, 203, 
208 ; of veneered mahogany, 179. 

Square-shaped English-Dutch type of drawer lock, 81. 

Stand :— 

Candle : mahogany on tripod base, 235 ; mahogany 
in the Chinese-cum-Gothic manner, 235. 

Decanter: Irish example, with typical webbed claw 
and ball foot, 247. 

Fire screen. See Fire Screen. 

Powder : mahogany tripod, unusual example with 
eagle head motif and claw feet, 242. 

Reading : of mahogany with tripod base, 241. 

Tea Kettle : mahogany tripod (three examples), 234. 


bracket clock, with move- 


Stand— continued. 

Tea Urn: Mahogany tripod with serpentine-shaped 
top and legs in the French taste, 241. 

Whip and Crop: mahogany, with turned rails and 
stretchers, 242. 

With stem and base of cherrywood, top veneered 
with walnut, 165. 

Stool: Beech, polished black, 156 ; Mahogany, 180 ; 
Walnut, 156, 159 (two examples), 160 (two 
examples), 162, 180; Walnut circular (pair), 157 ; 
Walnut close (two examples), 158; Walnut oval, 
P35 eee paige lod loo. 

Stretchers: Elm cross, to walnut veneered dressing 
table, 127; of unusual design on walnut armchair, 
150. 

Sulivan, Pat: walnut and gilt wall barometer by, 
301. 


Sycamore and walnut wall barometer, 301. 


T 
Table :— 

Bracket clock: in walnut, originally made for the 
clock standing on it, 293. 

Card. See Card. 

Console. See Console. 

Corner night: mahogany, with Chinese taste gad- 
rooned moulding to top, 243. 

Dressing. See Dressing. 

Flap : mahogany (two examples), 169 ; mahogany, 
with animal mask decoration to legs, 118, 170. 

Games: walnut, a very rare type, 165. 

Half-circular : walnut, small, 48. 

Library : mahogany, with fold-over top and base of 
chest-with-drawers, 173. 

Lignum vite veneered top, with drawer front of olive 
wood, oyster-shell veneer, and twist-turned elm 
legs, 84, 85. 

Marble slab. See Marble. 

Scagliola slab: on mahogany frame, 225. 

Tea: mahogany, with pierced fret gallery, 193. 


Triangular: walnut, 164. 
Tripod. See Tripod. 
Tea :— 


Kettle stands, mahogany (three examples), 234. 
Urn stand, mahogany, with serpentine-shaped top, 
and legs in the French taste, 241. 

Teapoy : mahogany, fitted with zinc canisters, 243. 

Tod, S., Mahogany and gilt wall barometer by, 
256. 

Toilet mirror. See Mirror. 

Tompion, Tho., and’ Edward Banger: Bracket clock 
movement by, 299. 

Tortoiseshell : bracket clock case veneered with, 300 ; 
mouldings to mirror frames of stump needlework, 
Sy The 

Trade label of Benjamin Crook, cabinet-maker, 182. 
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Tregent, James: Bracket clock, with movement by, 
2O 5s 

Tripod furniture :— 

Dumb Waiter: mahogany, of extremely unusual 
design, 197, 239. 
Games table: walnut, 165. 
Stand— 
cherrywood stem and base, with veneered walnut 
top, 165. 
candle, mahogany, 235. 
fire screen, mahogany, 197, 236, 237. 
powder, mahogany, 242. 
tea kettle, 234. 
Table: mahogany, 190, 192, 227, 229, 230, 231, 
IR, POR 

Twist turning: cherrywood stem to stand, 165 ; 
elm legs, 84; of legs, single and double rope (dia- 
grams), 79. a 

V 

Vale, John, clockmaker : long-case clock with move- 
ment by, 288, 292. 

Verre eglomisé decoration: in black and gold on glass 
borders of mirror (colour plate), 249 ; in green and 
gold on mirror frame and cresting, 281. 

Virginia walnut, chest-with-drawers on stand made in 
the solid of, 123. 

WwW 

Waiter, Dumb: mahogany tripod, of unusual design, 
legs carved with eagle feathers and scales, and 
terminating in claws grasping blocks, 197, 239. 

Wall :— 
barometer. See Barometer. 
clock. See Clock. 

Walnut :— 
frames to mirrors, see Mirror ; 

Sconces. 
furniture. See Bookcase, Chair, Dressing Table, etc. 
furniture cornices : Construction of (diagrams), 102. 
turned wood knob handles, original, 139. 

Wardrobe, Mahogany, with serpentine front, 186, 187. 

Water-Power driven framed saw for cutting timber 
(from Evelyn’s Splva), 66. 

Whip and Crop stand: mahogany, with turned rails 
and stretchers, 242. 

Windmills, Joseph : bracket clock, with movement by, 
298. 

Wine cooler, Mahogany brass-bound, with legs of 
unusual design, 21. 

Winged armchair. See Chair with arms. 

Wormholes on interior of faked drawer, showing worm 
tunnels exposed longitudinally, 274. 

Writing chair. See Chair. 

Writing bureau. See Bureau. 


to sconces, see 
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Yew turned legs to chest-with-drawers on stand, 53. 
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